Understanding performance anxiety in the adolescent musician by Papageorgi, Ioulia
Understanding Performance Anxiety in the 
Adolescent Musician 
loulia Papageorgi 
Institute of Education, University of London 
.ý 
Thesis submitted for the degree of 
Doctor of Philosophy (PhD) 
. Lj 
ýl 
Declaration of Own Work 
I hereby declare that, except where explicit attribution is made, the work presented in 
this thesis is entirely my own. 
XD,., 
ý4 ....... 
ZXD,., 
ý4w. t 
Declaration of Word Count 
The exact number of words of the thesis is 79840. Bibliography and appendices are 
excluded from the word count. 
2 
Acknowledgements 
Coming at the end of a long and stimulating journey, I am grateful to all those people 
without whom the journey would have been much more difficult or even impossible. 
I would like to express my deepest gratitude and appreciation to my supervisors 
Professor Graham Welch and Professor Susan Hallam. They have been an inspiration 
and a source of courage in difficult times. I want to thank them for offering their 
expertise and for generously devoting their time throughout the preparation of this 
thesis. I am forever grateful to them. 
I would also like to thank Professor Sir David Watson for acting as an independent 
reader and for offering valuable and constructive feedback on the final draft of the 
thesis. 
I would like to thank my friends for always being there for me. Special thanks to 
Antonis Houry for all his love and support and for being my rock. 
Finally, I dedicate this thesis to my parents Petros and Xenia Papageorgi. Their love and 
support have given me the motivation, courage and perseverance to complete this 
wonderful but, in times, challenging journey. Without them none of this would have 
been possible. 
3 
Abstract 
Research in musical performance anxiety so far has mainly focused on adult 
professional musicians. Additionally, studies have mostly maintained a `clinical 
approach' to musical performance anxiety, focusing on the diagnosis, assessment and 
treatment of maladaptive performance anxiety and its effects on selected groups of 
musicians. The aim of this thesis was to fill some of these gaps by exploring the 
experience of musical performance anxiety from the perspective of adolescent 
musicians. 410 students aged 12-19, all attending junior conservatoires and / or youth 
orchestras in the UK and Cyprus, responded to a self-report questionnaire. The 
questionnaire dealt with a range of learning and performance issues and yielded both 
quantitative and qualitative data. Performance anxiety was measured with the 
Adolescent Musicians' Performance Anxiety Scale (AMPAS), designed specifically for 
the needs of this study. Results revealed that performance anxiety was an issue for a 
significant percentage of students. Differences in performance anxiety level intensity 
were related to nationality and gender, but not to age. Susceptibility to experiencing 
performance anxiety, task efficacy and quality of performance environment were 
important factors in determining the intensity of experienced performance anxiety. 
Performance anxiety was found to be a multi-faceted construct, influenced by a variety 
of factors relating to self-perceptions, situational parameters, identity and culture, and 
family environment. Student attainment was influenced by performance anxiety. 
Achievement of higher Grades was related to the experience of higher levels of 
performance anxiety and perceptions of receiving positive feedback were associated 
with lower perceived levels of anxiety. Performance anxiety influenced students' 
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approaches to instrumental learning and performance, particularly in terms of 
susceptibility to maladaptive performance anxiety and negative perceptions of the 
impact of anxiety. Three types of students were identified in the data, each possessing 
different characteristics and experiencing anxiety and physiological arousal in musical 
performance in a distinctive way. 
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Chapter 1 
Introduction: Background and key elements of 
study 
1.1 Introduction 
This chapter serves to provide the reader with the background to the study and also to 
outline the key elements, namely anxiety in adolescence and the young instrumental 
performer. The focus and aims of the study are presented, followed by a description of 
the structure of the thesis. 
1.2 Background to the study 
I will never forget the final recital for my piano diploma in Cyprus. I was seventeen 
years old and had attended a junior conservatoire since the age of seven. It was an open 
recital, anyone interested could attend. It was the most important event in my musical 
career as it was my chance to demonstrate my achievements and finally see the fruit of 
my labours. As the days passed and the day of the recital approached, I became more 
and more nervous. The event was of primary importance for me and for my future in 
music. I had decided that I wanted to study music at university. I just could not see 
myself being other than a musician. After many years of hard work and countless hours 
of practice, the `judgment day' had finally come. As I approached the venue, my heart 
was pounding. `It's almost time... ' I kept thinking. I peeked inside the main door of the 
recital room and there they were, the six jurors sitting on the front row, with their note 
pads and pens ready to jot down my every mistake..., or so I thought at the time. I will 
never forget the anxiety I felt as I looked through that door and how much I felt that I 
wanted to run away. But I knew that I could not afford to do so. I went through with the 
recital and got a distinction for my performance. But I was curious about the anxiety 
that I had been feeling for years and which always made a performing event dreadful for 
me, no matter how well-prepared I was or how positive the outcome. I noticed that 
whilst I found the experience dreadful, there were students that seemed to enjoy it and 
projected a confidence that I never had. 
It is probably safe to say that my interest in the field of anxiety in musical performance 
was as a result of this personal experience. I wanted to find out the causes of the 
apprehension that I and other young performers felt. I wanted to be able to understand 
why some people derived great pleasure from performance, whilst others experienced 
great apprehension. As I began looking into the subject and reading the psychological 
literature on general anxiety and musical performance anxiety in particular, I realised 
that performance anxiety was not a simple phenomenon. Research has shown that a 
significant proportion of musicians experience critical problems with anxiety and 
apprehension in performance. I also realised that performance anxiety was the result of 
a combination of processes, some of which were initiated long before the performing 
event and were intrinsic to the individual. These processes influence a performer's 
vulnerability to experiencing performance anxiety. Other processes are more situation- 
specific and through their interaction with the performer's personal characteristics 
influence how the performer will evaluate an event. Maladaptive performance anxiety 
(anxiety that has a negative impact on the quality of performance) arises when the 
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performer feels some kind of threat, which stimulates high levels of arousal and anxiety. 
When the performer does not perceive threat or when anxiety is managed and kept 
within reasonable levels, then the arousal that a performer experiences prior to 
performance can serve as preparation for action. It can facilitate performance by 
stimulating alertness and concentration. 
1.3 Anxiety in adolescence 
The World Health Organisation (WHO) defines adolescence as the period of life 
between 10 and 19 years of age (Goodburn and Ross, 2000). Adolescence is a very 
significant time for young individuals, characterised by changes in aspects of 
individuals' social life, others' expectations of them, their self-concept, and their 
emotional world. Adolescents begin to encounter different demands and expectations in 
various social circumstances and often family relationships undergo large adjustments 
(Zani, 1993). Adolescents gradually learn to express their ideas and feelings and take 
responsibility for them and through this the process of individuation begins (Youniss 
and Smollar, 1985,1990; Grotevant and Cooper, 1986). Additionally, peer relationships 
become more extensive and intense and often facilitate socialisation, including sexual 
behaviour, facilitation with identity development and status structure establishment 
(Zani, 1993). The adolescent's self-concept develops slowly and gradually through the 
pubertal years (Bachman and O'Malley, 1977; O'Malley and Bachman, 1983). 
Research into stress and coping in adolescence has shown that early puberty is a 
particularly stressful period and that females experience higher levels of stress than 
males (Seiffge-Krenke and Shulman, 1993). Gender may therefore be a significant 
factor in experienced stress and anxiety levels both over life events and musical 
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performance. In musical performance anxiety research, it has been found that distress 
affects a higher percentage of female performers than male (Werner et al., 1990; 
Fishbein et al., 1988; Dews and Williams, 1989). 
With respect to engagement with instrumental performance, age could certainly affect 
the extent of performing experience and could also influence the musicians' 
emotionality. It has been argued, for instance, that adolescence is a particularly difficult 
period with respect to anxiety (Hallam, 1998a; LeBlanc, 1994). Moreover, if one 
considers that, especially during late adolescence, choice of future career must be made, 
young instrumentalists may be particularly prone to anxiety. This is the stage at which 
young individuals must decide how important music is for them, whether they wish to 
pursue a musical career, and whether they believe they possess the required skills to 
follow such a career. If they choose such a path, they need to plan their entry to a 
tertiary education musical institution, for which the competition is very high. This may 
generate high anxiety and concern. 
1.4 The performer's profile 
1.4.1 Psychology of the performer 
Salmon and Meyer (1998) presented a case study of a young male pianist who was so 
obsessed with his musical skills and his aspiration to become a professional musician 
that he eventually became socially isolated. As he found it difficult to communicate 
with people outside musical settings and conventions, he evidenced signs of high 
anxiety in non-musical social settings where he could not use his musical skill as a 
means for interacting with other people. He is by no means an isolated or an unusual 
case. One has only to visit a specialist performing school to see how devoted young 
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ambitious performers are to their work and to everything related to performance. 
Practising for as much as eight hours per day is considered normal for such performers; 
something often imposed and applauded by many specialist instrumental teachers. The 
result is that musicians sometimes become so committed to their craft that they fail to 
separate their personal identities from their performance abilities (Kemp, 1996). Student 
performers relate their self-esteem to how they perform (Dews and Williams, 1989), 
while some appear to associate personal value with performance competence (Tobacyk 
and Downs, 1986). Therefore, in musicians, it is difficult to discriminate between self- 
esteem (an individual's self-view of their value) and self-efficacy (belief in personal 
ability to successfully perform a task) (Smith, Maragos and Van Dyke, 2000, p. 139). 
The personality development of a child musician is influenced by whether the child 
gains or loses self-esteem through musical experience and whether the child develops a 
personal identity that is differentiated from their identity as musician (Brandfronbrener, 
1997). It is therefore imperative to ensure that young musicians learn to differentiate 
their musical abilities from their self-worth. Kemp (1996) argues that identification of 
musical achievement with personal value results in two possible scenarios of 
behavioural response often evidenced in music schools, conservatoires and universities. 
The first is what he calls `prima donna' behaviour, observed in high self-esteem 
performers who perceive themselves to be successful. The second involves evidence of 
maladaptive behaviour, often observed in performers with lower self-esteem and 
negative self-perceptions, due to the presence of heightened apprehension, self-criticism 
and perceptions of incompetence. The former type of behaviour may be typical of the 
person that demonstrates an adaptive form of anxiety that facilitates and improves their 
performing standards. The latter might characterise persons that view performances as 
threatening and experience anxiety that has maladaptive effects on performance. 
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Professional performers are often forced to sacrifice their personal needs and desires in 
pursuit of many hours of isolating practise, in order to maintain their career in a 
competitive environment. Ericsson et al. (1993) found that by the age of 21, the top 
students of a conservatoire class had completed approximately 10,000 hours of practice. 
Additionally, Sloboda et al. (1996), studying a sample of young performers aged 
between 8 and 18, concluded that formal effortful practice is a principal determinant of 
musical achievement. These researchers also estimated that about 3,300 hours of formal 
practice are required in order to attain Grade 8 (the highest grade) in the Associated 
Board of the Royal Schools of Music examinations. Sosniak (1985) argued that 16 years 
of practice were needed for a performer to achieve standards of performance quality that 
have international standing, although other research has found that while cumulative 
practice can be a good predictor of expertise level, the quality of performance at any 
given point in time may not be related to this (Barry and Hallam, 2002; Hallam, 1998a; 
Williamon and Valentine, 2000). 
According to Salmon and Meyer (1998), many gifted performers believe that personal 
suffering in the course and maintenance of success somehow enhances quality and gives 
value to the craft of musicianship. On the other hand, the extremely ordered and strict 
life style and habits that such musicians often adopt from a very early age, especially 
highly gifted children and musical prodigies, may result in the creation of rigid 
behaviour that prevents proper psychological growth. Moreover, as a result of the 
isolated life of highly devoted performers, these musicians frequently consider musical 
skills as the only channel for social communication, at the expense of the development 
of other communicative and social skills. Human qualities are often marginalised in the 
pursuit of success. Furthermore, it has been argued that in very important musical 
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occasions such as festivals, competitions, auditions and examinations, the human 
qualities of performers are often diminished and given minor importance (Salmon and 
Meyer, 1998). It follows that, in some instances, evidence of a sensitive personality may 
be perceived as an Achilles' heel on the road towards an internationally successful 
instrumental career. 
Technical virtuosity and accuracy is perhaps the most highly valued skill amongst 
musicians. Surviving in a demanding and competitive profession requires huge amounts 
of determination, integrity and faith in one's potential, attributes not possessed by 
everyone. An additional pressure is the high emphasis on musical auditions and 
examinations. In order to set tangible criteria for assessing performers, committees may 
place great importance on the fidelity and precise reproduction of a musical score, thus 
discouraging more personal interpretations. This situation is exacerbated by performers 
who prefer to concentrate on technical and reproductive perfection rather than 
emotional expression, in an attempt to make a good impression and win the favour of 
examining boards (Salmon and Meyer, 1998). 
1.4.2 Motivation of the performer 
An important element that may provide insight in understanding musical performers is 
to consider the factors that have functioned as motivators in taking up a musical career. 
Persson (1993) and Persson et al. (1996), by interviewing piano performers, constructed 
a provisional table of motivational criteria, as these were evidenced through their 
discussion with musicians. The most significant motive for choosing a musical 
profession appeared to be the hedonic drive, namely seeking to obtain personal pleasure 
through the generation of positive emotional experiences deriving from the music and 
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the performance setting. Social motives appeared to play a significant part as well. 
Other research that has dealt with social motives has shown that social identification 
with characteristics embodied in the performing profession may additionally serve as a 
strong motivation for the desire to enter such a group and may also serve as a stimulus 
for the optimisation of artistic development (Manturzewska, 1990; Ruud, 1997). The 
third type of motivation identified by Persson (1993) and Persson et al. (1996) is related 
to achievement motives, such as exhibitionism (desire to show-off the outcomes of hard 
practice), independence (desire for achievement and recognition independently of the 
employed agency), dependence (where the desire to succeed through performing comes 
second to the desire for involvement in music generally), aesthetics (deriving aesthetic 
pleasure through engagement with music for intrinsic ends) and, finally, supported 
achievement motive (extrinsic motivation, deriving from one's musical, social or family 
environment). Some research that has dealt with supported achievement motives has 
shown that the close family environment may play a significant role in a child's 
progress and achievement. For example, parents appear to have a vital influence on 
children's motivation for involvement with music and the acquiring of musical skill 
(Davidson et al., 1996; Howe and Sloboda, 1991; Manturzewska, 1986; Sloboda and 
Howe, 1991; Sosniak, 1985,1990; Davidson and Borthwick, 2002). 
Nagel (1987), exploring the commitment of musicians to their careers, suggests that a 
preference for a musical career is based on endeavours for the fulfilment of personal 
needs. These involve the emotion-inducing quality of music, satisfaction of a positive 
social response within performance settings, exploration of one's aggressive drives 
through the exploitation of the motor skills entailed in musical performance and a 
degree of voyeuristic and exhibitionistic desires. Motte-Haber (1984) suggests that 
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desire for achievement, curiosity, self-actualisation, overcoming detrimental 
performance anxiety and fear of success are important elements influencing an 
individuals' motivation to play a musical instrument. Hallam (1998b) suggests that 
willpower affects perseverance and the overcoming of problems which might arise. 
1.5 Focus and aim of the thesis 
Although the significant incidence of musical performance anxiety, in conjunction with 
the negative impact that it can have on the quality of a musical performance has led 
research in this domain to flourish over the years, there are some gaps. Research has 
mainly concentrated on adult professional musicians, although there is anecdotal 
evidence that problems can begin in earlier years, with adolescence being a particularly 
critical period. Adolescence is a time when self-consciousness is often acute and this 
may prove to be a contributory factor in the development of maladaptive performance 
anxiety. 
This thesis aims to explore the experience of musical performance anxiety through 
adolescent musicians' eyes in order to improve our understanding of how anxiety 
affects this neglected age group of musicians. The main focus is to explore the factors 
that influence its presence and intensity, examine whether anxiety affects student 
attainment in music and student approaches to learning and performance and, finally, to 
investigate whether different types of instrumental students are affected by performance 
anxiety in distinctive ways. 
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1.6 Structure of the thesis 
This chapter has set out the background to the study and presented its main elements 
and focus. In chapter 2, a review of the literature on musical performance anxiety is 
given. Additionally, literature on closely related disciplines, namely social anxiety and 
test anxiety is reviewed in order to broaden the reader's understanding of the nature of 
anxiety. A proposed conceptual framework for the study of musical performance 
anxiety is presented in chapter 3. This conceptualises and contextualises the processes 
taking place within a musical performance context and how these might give rise to 
performance anxiety. At the end of chapter 3, the research questions are set out and 
links between the questions and the conceptual model are made. Chapter 4 describes the 
research framework and the methodology employed. The process of actualising the 
research, from designing the research instrument, conducting the pilot study, refining 
the research instrument to conducting the main data collection and analysis is described 
in detail in chapter S. Chapters 6 to 10 present the research findings. Chapter 6 presents 
descriptive statistics to familiarise the reader with the sample of students participating in 
the study. Chapter 7 explores how susceptibility to experiencing performance anxiety, 
task efficacy and environmental context might affect students' experiences of 
performance anxiety. Chapter 8 focuses on exploring the factors that influence the 
presence and intensity of performance anxiety and the factors that affect students' 
attainment in music. Chapter 9 examines the participant adolescent musicians' 
approaches to instrumental learning and performance, whilst chapter 10 reveals the 
presence of different instrumental student types / profiles and shows how each student 
type experiences performance anxiety. A detailed discussion of the findings is presented 
in chapter 11, followed by a consideration of the major limitations and implications of 
the research study and suggestions for further research in chapter 12. 
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1.7 Summary 
This chapter has presented the background to the study and has examined key central 
concepts, namely anxiety in adolescence and the instrumental performer. The existing 
literature has shown that adolescence is a time of increased anxiety. In young musicians 
it coincides with a time when decisions are made about careers and when the possibility 
of pursuing a career in music depends on performance. The required high levels of 
practice due to the highly competitive nature of performance and the focus on technical 
virtuosity puts extra pressure on performers and sometimes leads to social isolation. In 
light of the above, adolescent musicians may therefore be particularly susceptible to 
experiencing high levels of performance anxiety. This study explores performance 
anxiety in this neglected age group in the existing literature and aims to advance our 
understanding of how performance anxiety affects and is experienced by young 
musicians. 
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Chapter 2 
Musical performance anxiety research 
2.1 Introduction 
`Nothing is more devastating to a performing artist than not having the 
chance to be on stage and, as the pervasiveness of performance anxiety 
attests, nothing is more threatening than having that chance' (Plaut, 1990, 
p. 59). 
For many musicians, performing induces wonderful, positive feelings. Steptoe (2001, p. 
291) quotes the words of the baritone Thomas Allen describing his feelings after the end 
of a performance: `I could have walked over the house tops I was so high'. Reubart 
(1985, p. 1) speaks about the satisfaction arising from the `pure joy of sharing the 
rewards of an aesthetic experience'. However, there are occasions when performing is a 
nightmare for musicians. That is when anxiety and fear take away all the pleasure, and 
performers are overwhelmed by feelings of apprehension, tension and distress. Debussy 
once wrote that `the attraction of the virtuoso for the public is very like that of circus for 
the crowd. There is always a hope that something dangerous may happen' (Debussy, 
1962, p. 22). This is precisely what frightens many performers and can lead to extreme 
tension and anxiety. As Havas (1995, p. 13) has argued, `as so many musicians know to 
their cost, there are few activities in life which can produce tension and anxiety as 
rapidly and thoroughly as playing a musical instrument in public'. Steptoe (2001, p. 
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292) suggests that individual musicians encounter anxiety to different extents. In 
addition, the same performer may experience varying levels of anxiety in different 
circumstances. This chapter reviews the literature related to musical performance 
anxiety. 
2.2 Conceptual issues in musical performance anxiety 
research 
Interest in the field of performance anxiety in music has blossomed in the past two 
decades. Numerous clinics, journals and conferences have devoted their research efforts 
to studying the psychological and medical aspects of musical performance (Valentine, 
2002). Researchers focusing on the experience of apprehension in musical performance 
have used different terms to refer to this phenomenon interchangeably, for example 
`performance anxiety' and `stage fright'. Wilson (1997, p. 229) defines performance 
anxiety as `the exaggerated and sometimes incapacitating fear of performing in public', 
while Steptoe (1989) defines stage fright as severe anxiety about performance in public. 
Jackson and Latane, propose that stage fright is `one of the more tension arousing of the 
short-term experiences that people encounter' (Jackson and Latane, 1981, p. 73). 
However, these definitions are limited in considering the phenomenon. Anxiety in 
musical performance is not solely confined to fear of performing in public or on stage. 
Although the presence of an audience has been found to have a positive relationship 
with increased tension and musical performance anxiety, anxiety-inducing situations are 
by no means restricted to those including large audiences. Distress can be induced when 
performing in intimate surroundings such as in the presence of a small number of 
friends at home, in a music lesson, in an audition, or in an exam. The anxiety depends 
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on the evaluative nature of the situation and on the status that the performer attributes to 
the audience. The higher the social and professional status of the audience, the more 
tension the performer is likely to anticipate (Latane and Harkins, 1976; Jackson and 
Latane, 1981). Salmon has argued that, in conceptualising musical performance anxiety, 
focusing on the symptomatic expression of anxiety within a performance context may 
result in ignoring those factors that may increase a musician's susceptibility to state 
anxiety, such as genetic, cognitive, biological, psychodynamic, pedagogical and skills- 
based parameters (Salmon, 1990). 
For the purpose of this thesis, the term `musical performance anxiety' will be adopted to 
describe the generalised psychological distress reported by many musicians, which may 
appear in advance of or during musical performance. Salmon defines musical 
performance anxiety as `the experience of persisting, distressful apprehension about 
and/or actual impairment of, performance skills in a public context, to a degree 
unwarranted given the individual's musical aptitude, training, and level of preparation' 
(Salmon, 1990, p. 3). Salmon's definition focuses on extreme anxiety scenarios. 
However, when anxiety is controlled and kept within reasonable levels, the arousal that 
accompanies it can serve as preparation for action for the performer and have a positive 
effect by increasing alertness and focus on the task at hand. Existing definitions of 
anxiety in musical performance do not allow for the normal arousal and state of 
alertness that musicians might feel prior to performing. There is a need to differentiate 
between maladaptive (or debilitating) and adaptive (or facilitating) forms of musical 
performance anxiety. Maladaptive musical performance anxiety has a negative impact 
on a performer's quality of playing, while adaptive musical performance anxiety helps 
performers to do well. In this thesis, the term musical performance anxiety is used as an 
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umbrella term that includes both maladaptive and adaptive forms of performance 
anxiety. 
2.3 The incidence and severity of musical performance 
anxiety 
The study of musical performance anxiety has been of interest for researchers for two 
main reasons. Firstly, because of its significant incidence in performers and, secondly, 
because a major concern for musicians is its impact on the quality of their playing 
(Steptoe, 2001). Indicative of the above was a large survey conducted by the Federation 
Internationale des Musiciens (FIM) in 1997 (cited in Steptoe, 2001, p. 293). This survey 
studied 56 orchestras from around the world. 70% of the performers confessed that 
sometimes they had experienced such high levels of anxiety prior to a performance, that 
their playing was negatively affected (Steptoe, 2001). In a large USA based survey, 
19% of women and 14% of men indicated that stage fright was a serious problem 
(Fishbein et al., 1988). 58% of the members of Vienna Symphony Orchestra reported 
high to very high anxiety levels during performances, while 24% reported the 
experience of high tension before performance (Schulz, 1981). Marchant-Haycox and 
Wilson (1992) reported a higher occurrence of anxiety in musicians (47%) compared to 
other groups of performing artists, namely actors, dancers and singers (33%, 35% and 
38% respectively). They also indicated that different types of performing artists were 
discriminable in terms of personality. This may explain the higher occurrence of anxiety 
in musicians, as they were the most introverted group. 
Studies considering anxiety in music students have also indicated a high incidence of 
marked anxiety sufferers. Wesner et al. (1990) reported that 21% of their sample 
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suffered from severe distress and 40% experienced moderate distress due to 
performance anxiety. American music students reported performance anxiety as one of 
the most disturbing and worrying issues in their lives (Dews and Williams, 1989), 
whilst around 50% of Swedish student and professional performers stated that they had 
often encountered performance anxiety, while 10% said that they always felt high 
distress before performing (Gustafson and Rawson, 1983). 
Steptoe, in an account of negative emotions in music making, concluded that musical 
performance anxiety was a critical problem for 15% to 25% of musicians (Steptoe, 
2001). A number of studies have also found that distress affects a higher percentage of 
women performers compared to men (Wesner et al., 1990; Fishbein et al., 1988; Dews 
and Williams, 1989). A higher percentage of women have reported resorting to 
performance avoidance and experiencing negative effects on their careers in music due 
to the prevalence of anxiety (Wesner et al., 1990). Ryan (2004), in investigating the 
effect of gender on children performers' musical performance anxiety levels, found that 
girls evidenced higher heart rates than boys immediately prior to performing, but, 
surprisingly, boys displayed significantly more anxious behaviours. With respect to 
quality of performance, minimal differences were noted in boys' anxiety levels, whilst 
for girls some differences were noted. For example, girls with moderate performance 
quality had higher anxiety levels than those with low or high quality performance 
(Ryan, 2004). Rae and McCambridge (2004), in studying adolescent musicians aged 15- 
18, found that females reported experiencing higher levels of musical performance 
anxiety compared to males. 
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Taken together, these studies indicate a high prevalence and frequent occurrence of 
anxiety amongst performers and outline the magnitude of the problem. Additionally, 
reports by performers themselves about the effects of anxiety on their performances and 
their musical careers suggest that it can have negative consequences. Some evidence 
also exists indicating that female performers are more sensitive to performance anxiety 
than their male counterparts. 
2.4 Factors contributing to the increase of musical 
performance anxiety 
2.4.1 Factors influencing performers' susceptibility to experiencing 
performance anxiety 
The degree of susceptibility of the performer to experiencing performance anxiety plays 
an important role in performance, as it influences their perceptions of the situation and 
their preparation procedures. Susceptibility or degree of sensitivity to anxiety is 
attributed to a performer's characteristics, which may include intrinsic, extrinsic and 
cognitive features. Intrinsic characteristics of the performer include gender, age, 
personality, trait anxiety, auditory style, sensitivity to evaluation by others, confidence 
in abilities, self-efficacy beliefs and self-concept. More extrinsic or situation-specific 
individual characteristics may include the level or extent of performing experience and 
the quality of previous similar experiences. The cognitive characteristics of the 
performer may also influence their vulnerability to performance anxiety. These may 
include intelligence(s), cognitive style, metacognitive skills, attributional style, beliefs 
about learning and ability, and outcome expectancies. 
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2.4.1.1 Gender 
Gender has also been reported to affect susceptibility to performance anxiety. Abrams 
and Manstead (1981) found that females reported higher anxiety levels and evidenced 
higher pulse rates in performance. Similar findings were reported by Abel and Larkin 
(1990), although they found that females reported more confidence than males before a 
jury assessed performance, while the males reported more confidence in a baseline 
session. LeBlanc et al. (1997) confirmed these findings indicating that females tended to 
perceive the presence of an audience more threatening than males, although they 
performed more musically. More recent studies considering children and adolescent 
musicians have reinforced these findings (Ryan, 2004; Rae and McCambridge, 2004; 
Kenny and Osborne, 2006) (see section 2.3 for more information regarding gender and 
performance anxiety experience in music). 
2.4.1.2 Age 
Age can play a part in proneness toward anxiety (Hallam, 1998a; LeBlanc 1994). 
Individuals are not equally vulnerable to performance anxiety across the age continuum, 
with adolescence appearing to be a particularly problematical period, although for many 
performers anxiety continues to be a problem throughout adulthood (see section 1.3 for 
a more detailed discussion on adolescence and anxiety). 
2.4.1.3 Individual differences and personality factors 
The musical temperament appears to be dominated by the interdependence of factors 
such as introversion, independence, sensitivity and anxiety. A musician may be 
described as a `bold introvert' (Kemp, 1996) who usually directs energy inwards and 
appears to possess a reserved character. Professional musicians have also been regarded 
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as particularly independent. The nature of many musical tasks such as sight-reading, 
aural work and solitary practice routines, encourages autonomy, sovereignty and 
independence of thought (Kemp, 1996). Pathemia (extreme sensitivity) in musicians is 
characterised by high levels of imagination, sensitivity and intuition (Kemp, 1996). 
Anxiety has received a lot of attention in research, mainly due to its potential 
debilitating effects on the quality of performance and the number of performers that it 
affects. The exhibition of anxiety usually takes the form of emotional instability, 
apprehension and tension. The presence of suspiciousness and low self-sentiment have 
been reported as potential contributing factors for the increase of anxiety (Kemp, 1981 a; 
Piperek, 1981). Introversion has been characterised as a useful attribute of performers, 
since it enhances `an ability to withdraw into a colourful and imaginative inner mental 
life, at the same time providing the single-mindedness necessary for the acquisition of 
technical skills' (Kemp, 1981a, p. 12). However, introversion may also serve as a 
serious anxiety inducer, as introverts appear to have lower thresholds of arousal (Kemp, 
1996). 
A number of studies have focused on the identification of personality traits that 
characterise particular groups of musicians. Such studies included observation of 
orchestral performers, keyboard players and singers (Kemp, 1971,1980,1981b; Davies, 
1978; Wilson, 1984; Bell and Cresswell, 1984; Martin, 1976), as well as pop musicians 
(Wills and Cooper, 1988). String players have been described as very introverted, aloof 
and self-sufficient, woodwind players as highly introverted, but imaginative and radical, 
and brass players as being more extraverted and having lower levels of self-discipline 
and intelligence in comparison to other performing groups. Percussionists have also 
been reported as extraverts, while keyboard players have been described as extraverted, 
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warm-hearted, group-dependent, highly conscientious and self-sentimental, 
conservative and low in anxiety levels. Singers are generally extraverted, independent 
and sensitive. Research on popular musicians has evidenced high levels of neuroticism 
and psychoticism (Wills and Cooper, 1988). Davidson (2001), in studying the case of 
the Australian pianist David Helfgott, suggests that the personality traits of the 
musician, although useful for the maintenance of long hours of isolated practice and for 
the communication of inner feelings through music, may result in some musicians 
becoming extremely vulnerable. 
The personality traits of introversion and neuroticism, traits found to be characteristic of 
musicians' personality types, correlate with performance anxiety (Kemp, 1981 a, 1996). 
Kemp found that students receiving full-time music tuition evidenced powerful 
predispositions toward anxiety and also that musicians had higher levels of anxiety in 
relation to the general population. As discussed in section 2.4.1.4 below, high trait 
anxiety positively correlates with high levels of state anxiety and the heightened 
possibility of perceiving performance situations as threatening. Brodsky et al. (1994) 
and Lehrer et al. (1990) have found relationships between performance anxiety and state 
and trait anxiety. The personality trait of introversion can also increase anxiety levels, as 
the requirement for interpersonal, social activity in performing music in the presence of 
others is opposed to the often solitary life and practice routine of performers. 
Low self-esteem is an important reported origin of performance anxiety. Although it 
may be initiated by a bad performance, it may also be rooted in deep feelings of 
personal unworthiness (Reubart, 1985). In such cases, `a minor mishap may set the tone 
for excessive anxiety each time the threats of performance are encountered' (Reubart, 
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1985, p. 34). An unsuccessful performance for an individual low in self-esteem and 
insecure is likely to be the source of continuous anxiety and a pessimistic view of 
subsequent performing occasions. Very high personal standards and perfectionist views 
have also been found to be associated with debilitating performance anxiety (Mor et al., 
1995). The personality trait of perfectionism, a predisposition to have unrealistically 
high expectations of self and/or others and to experience excess worry over small 
mistakes, may increase proneness to performance anxiety (Wilson and Roland, 2002). 
Perfectionists tend to focus on what goes wrong, discounting the positive outcomes 
(Boume, 1995), and are therefore more self-critical and have low self-esteem. All the 
above factors may influence the experience of musical performance anxiety. 
2.4.1.4 Trait anxiety 
A number of authors have maintained that there is an important relationship between an 
individual's trait anxiety level and evidenced state anxiety (Wilson, 2002; Kemp, 1996; 
Reubart, 1985). Musical performance anxiety is a type of state anxiety, as it is triggered 
under particular circumstances, such as having to play in a concert or for an 
examination, and disappears when the event is over. The relationship between these two 
concepts is clarified by Spielberger's (1972, p. 39) working definitions of trait and state 
anxiety: 
`Trait anxiety (A-Trait) refers to relatively stable individual 
differences in anxiety proneness, that is, to differences in the 
disposition to perceive a wide range of stimulus situations as 
dangerous or threatening, and in the tendency to respond to such 
threats with A-state reactions'. 
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`State anxiety (A-State) ... 
is characterised by subjective, 
consciously perceived feelings of apprehension and tension, 
accompanied by or associated with activation of the autonomic 
nervous system' 
Examination of the relationship between these concepts serves mainly to identify the 
characteristics of the stressor stimuli that produce differences in A-State responses 
amongst people who differ in A-Trait (Spielberger, 1972). According to Wilson (2002), 
some individuals are by definition more sensitive than others to negative evaluation and 
fear of failure. Such people may regard evaluative situations such as recitals and 
examinations as more threatening and challenging. While the human organism has the 
capacity to be able to react to external threat, levels and forms of anxiety are learned 
(May, 1977). The interpretation of stimuli as threatening for an individual depends upon 
`interaction of the individual's innate capacity to respond with the personality and 
character traits he has acquired or is in the process of acquiring' (Reubart, 1985, p. 20). 
A number of studies have reported positive correlations between general trait anxiety 
and musical performance anxiety (Cox and Kernardy, 1993; Hamann, 1982). 
2.4.1.5 Negative self-concept 
Self-concept is a composite view of oneself that is formed through direct experience and 
evaluations adopted from significant others (Bandura, 1997). Self-concept consists of 
beliefs, hypotheses, and assumptions a person has about themselves, including the 
individual's ideas of the person they are, their characteristics and their most striking 
traits (Coopersmith and Feldman, 1974). Within music, positive self-concept has been 
found to relate to perceived competency in performance skills (Pruett, 1991; Dews and 
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Williams, 1989; Tobacyk and Downs, 1986). Kadushin, (1969), in one of the earliest 
studies of the development of student musicians' professional self-concept, concluded 
that the development of a professional self-concept took place while the musician was 
still attending a specialist music school. The acquisition of a positive self-concept in 
music is important in maintaining confidence and self-esteem, characteristics which 
guard against the experience of maladaptive performance anxiety. 
2.4.1.6 Low self-efficacy 
Self-efficacy is defined as `the beliefs in one's capabilities to organize and execute the 
courses of action required to produce given attainments' (Bandura, 1997, p. 3). Bandura 
has argued that, in order to predict academic outcome, the self-efficacy beliefs of 
students `should be measured in terms of particularised judgments of capability that 
may vary across realms of activity, different levels of task demands within a given 
activity domain, and under different situational circumstances' (Bandura, 1997, p. 6). 
Self-efficacy is therefore situational and is especially sensitive to contextual variation in 
a particular task or activity (Pajares and Schunk, 2001). In the context of musical 
performance, self-efficacy judgments may vary according to the difficulty of the piece 
played, perceived musical competence in relation to performing a particular piece, and 
the circumstances (whether an exam, concert or a friendly gathering). Self-efficacy in 
music may involve beliefs not only about successfully playing a particular instrument or 
piece of music, but successfully performing a particularly difficult section of a piece. 
Many musicians find it difficult to separate their personal identities from their 
performance abilities (Kemp, 1996), so it is not always easy to discriminate between 
self-esteem - the overall evaluation of the self, reflecting how much individuals accept 
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and like themselves (Sedikides and Gregg, 2003) - and self-efficacy in musicians 
(Smith, Maragos and Van Dyke, 2000). Self-efficacy and anxiety are related, as 
confidence in the ability to perform a particular task interacts with subjective, 
autonomic and behavioural anxiety (Bandura, 1977). Reduced confidence in one's 
ability to perform has been argued to result in self-defeating thoughts, distress, 
diminished behavioural mastery and increased arousal (Bandura, 1982). This is in 
accordance with the view that self-efficacy and outcome expectancies are 
conceptualised as significant precursors of anxiety and test anxiety (Schwarzer and 
Jerusalem, 1992). Students with low self-efficacy beliefs and unfavourable outcome 
expectancies are expected to evidence higher levels of anxiety. Anxious arousal 
increases as the level of self-efficacy decreases. Studies on self-efficacy in music 
suggest that the level of self-efficacy amongst students prior to taking a piano 
examination has a direct impact on the overall achievement of the pupils in that 
examination (McPherson and McCormick, 1999). Pupils who evidenced higher levels of 
self-efficacy performed better than those that expressed lower self-efficacy beliefs. Self- 
efficacy was found to be the most significant predictor of achievement in graded 
examinations (McCormick and McPherson, 2003; McPherson and McCormick, 2006). 
Educational research has supported the importance of self-efficacy, and also indicates 
that examination results are dependent upon personal expectations for success in any 
particular assessment, irrespective of the amount of skill that students evidence in 
general (Pintrich and Schunk, 1996). This has been explained by the fact that high levels 
of self-efficacy enhance confidence and perseverance, attributes that often facilitate 
students to overcome practical difficulties (Pajares, 1996). 
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2.4.1.7 Sensitivity to evaluation by others 
Demands and high expectations from teachers and family are likely to result in feelings 
of inadequacy and nervousness (Gabrielsson, 1999). The fear of being negatively 
evaluated and hopes and expectations not being fulfilled can trigger nervousness. 
Concern about the reactions of other people to performance has been found to positively 
correlate with anxiety (Lehrer et al., 1990). Unsympathetic judgments by people within 
the close environment often result in an `inner critic', which has been reported as a 
characteristic constituent of anxiety (Montello, 1992). This occurs when an individual is 
neglected, disapproved of or criticised by teachers, family, or peers. The performer may 
then internalise these views, which are then reflected in self-beliefs (see discussion on 
emotional feedback in section 3.4.3.1). The notion of an inner critic is characterised by a 
hypercritical view of personal mistakes and by the idea that unless perfect, the 
individual is worth nothing. There are links between self-concept and perceived 
performance competence, which in this case serve as stimuli for anxiety. Anxious 
performers are very judgmental about their performance ability (Lehrer et al. 1990) and 
require that their performance is perfect (Harris, 1986), evaluating it against ideal and 
flawless benchmarks. Ching (1947), speaking from a psychoanalytic perspective, refers 
to musicians who are so sensitive to the impression that they make on other people and 
who desperately need the appreciation of others that they `dare not put their real selves 
to the test' (Ching, 1947, p. 37) They thus prefer to play to much lower standards of 
performance than they could. Such performers allow a lower standard to be criticised 
and defend themselves against possible disapproval by thinking that they can actually 
play much better and that if they had played to their true standard, they would have 
received great approval. 
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2.4.1.8 Entity theory of ability 
With respect to beliefs about ability, Dweck (2000) has argued that self-esteem is more 
vulnerable when people hold entity rather than incremental theories of their abilities (i. e. 
when they view those abilities as fixed, rather than malleable). Such individuals are 
prone to learned helplessness, as they may believe that circumstances are beyond their 
control and therefore give up more easily or try less hard. Entity theorists tend to 
develop goals that are based on performing better than others and on avoiding failure 
(Dweck, 2000). For people with entity theories, failure threatens self-esteem, as it 
indicates that the person lacks the ability in question and will never have it. On the other 
hand, individuals holding an incremental view of ability tend to develop mastery goals 
with respect to achievement, as they are interested in learning and mastering challenges 
(Dweck, 2000). Following failure, they remain confident that they can succeed by 
revising their strategies and increasing their efforts. It appears that for people with 
incremental theories, failure is less devastating, because they believe that although they 
might currently lack the ability in question, that deficiency can be resolved through 
increased effort (Hong, Chiu, & Dweck, 1999). O'Neill (2002) suggested that with 
respect to musical performance skills, an individual might endorse an entity theory 
believing that people are endowed with a certain amount of `musical ability', or an 
incremental theory that states that anyone can improve their skills and ability through 
effort and practice. These beliefs influence performers' attitudes. For instance, if a 
performer holds the view that ability is fixed, they may attribute failure to lack of 
ability, leading to subsequent lack of motivation and / or increased performance anxiety. 
In contrast, those who believe that ability can be improved through increased effort may 
exhibit more motivation and effort after failure, in order to improve their skills and 
ultimately attain their musical goals. 
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2.4.1.9 High auditory style 
Auditory style has been defined as a personality-based cognitive trait grounded in a 
predisposition or sensory preference for audition (Brodsky, 2004). Musicians' acute 
sensitivity to music has been found to positively correlate with anxiety level by Brodsky 
et al. (1994). These researchers hypothesised that the predisposition to perceive the 
world aurally rather than visually due to auditory sensitivity was more of a negative 
than positive feature. Kemp (1996) suggested that a difference in perceptual style may 
result in feelings of being different and isolated from the general population and thus 
may serve as a considerable anxiety inducer. In Brodsky et al. 's (1994) experiments, the 
results indicated that musicians possessed higher perceptual acuity and higher trait 
anxiety compared to the non-musician control group used in the study. During the same 
study, in a comparison between musicians classified into low, medium and high 
auditory style groups, the higher auditory style group evidenced considerably higher 
levels of state anxiety. This group also showed greater endeavour to avoid performance 
stress, practised more consistently and showed greater links to symptoms related to the 
`overuse syndrome'. Auditory quality developed in musicians may serve as an anxiety 
inducer, which in turn can act as a motivator for engaging in more practice. High state 
anxiety measured by Spielberger's State-Trait Anxiety Inventory is a significant 
predictor of auditory style as measured by the Keele Assessment of Auditory Style 
(KAAS; Brodsky and Sloboda, 1993). 
2.4.1.10 Negative outcome expectancies 
Outcome expectancies within a musical performance context influence a person's 
vulnerability to experiencing anxiety. Expectancy models state that anxiety-provoking 
cognitions are influenced by the properties of the external test environment (such as task 
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difficulty, time, adequacy of preparation) and by the individual characteristics of the 
person who experiences the situation (in terms of their success and failure expectancies, 
perceived probability of failure, level of aspiration, perceived importance of task) 
(Magnusson and Stattin, 1981; Pekrun, 1985). It has been further claimed that the level 
of anxiety depends on the amount of threat perceived as resulting from an event, the 
subjective assessment of probability of the event and by the perceived ability to prevent 
the event. Judgments about success and failure can influence the motivation and effort 
of an individual. Estimations of high probability of failure might initiate investment of 
little effort or withdrawal (Covington and Omelich, 1981; Carver and Scheier, 1986). 
Judgments of high probability of success, on the other hand, can increase motivation 
and effort investment. Such success and failure expectancies are also influenced by the 
perceived difficulty of the task and personal assessments of competency (Morris and 
Fulmer, 1976). 
2.4.1.11 Quality of achievement attributions 
Weiner (1985) suggests that different types of achievement attributions are related to 
different affective, cognitive and motivational effects. An individual's causal 
attributions of achievements and failures can affect their subsequent behaviours and 
motivation, their future achievement expectancies and their persistence at similar tasks. 
When positive events are seen as the result of internal, stable and / or controlled causes 
(e. g. ability) and negative events are explained in terms of external, unstable and 
uncontrolled causes (e. g. luck or unfortunate circumstances), individuals feel more 
optimistic about future successes in similar tasks. On the other hand, when negative 
events are explained in terms of internal, stable, and controlled terms (e. g. ability) and 
positive events in terms of external, unstable, and uncontrolled causes (e. g. luck, easy 
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task), individuals feel pessimistic about future successes in tasks of similar nature. 
These conditions can increase susceptibility to high levels of performance anxiety. 
2.4.1.12 Insufficient development of metacognitive skills 
Metacognition is the use of higher order thinking, reasoning and learning skills during 
learning (McCombs, 2001), including the use of goal setting, problem solving and self- 
evaluation strategies to maximise learning potential. In terms of musical performance, 
metacognitive strategies employed by musicians include the planning, monitoring and 
evaluation of the learning process and the performance. Preparing for a performance 
requires the performer to give priority to practice, to activate their arousal for the 
particular performance and to manage performance anxiety (Hallam, 2002). These 
depend on the development of metacognitive skills (Hallam, 2002). Recently, it has 
been found that music students high in self-efficacy are more likely to use cognitive and 
metacognitive strategies in their learning (Nielsen, 2004). Insufficient development of 
metacognitive skills may mean that musicians will be unable to fulfil their potential 
(Manturzewska, 1990) as they influence practice efficiency and ultimately performance. 
2.4.1.13 Limited performing experience 
Salmon and Meyer (1998) suggest that one possible reason more experienced 
performers seem to master anxiety more easily is that the feeling of being emotionally 
`worked up' before and during a performance is interpreted differently. Seasoned 
performers, due to the frequent exposure to performing situations, may feel less 
threatened by the perception of physiological arousal, as they have learned to expect 
such arousal as a given of performing. Salmon et al. (1989) suggested that experienced 
performers learn to let their arousal peak sharply just before the performance, while 
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inexperienced performers undergo pre-performance anxiety that builds over a period of 
time and reaches its peak during the performance. Anxiety that peaks during the 
performance usually has detrimental effects, whilst arousal that reaches its highest point 
just before the performance of a given task may serve as preparation for meeting the 
demand of the task (Wilson, 2002). Suter (1986) (cited in Wilson 2002, p. 215) obtained 
a brain wave record of an orchestral horn player just before and during a solo: 
Y Solo 
5 seconds- 
Figure 2.1: Brain wave record of a horn player 
As can be observed, the highest point of the electrically negative graph is just before the 
commencement of solo performance, while it is more positive during the actual 
performance. Thus the effect of arousal for this experienced horn player was positive, 
alerting concentration and prohibiting tension as arousal decreased during actual 
playing. `As performers gain experience their emotional arousal probably changes in 
nature as well, with fearfulness giving way to a more adaptive focusing of attention and 
preparation for action' (Wilson, 1997, p. 237). 
2.4.1.14 Previous experiences 
According to Spielberger et al. (1978), the appraisal of a situation as threatening 
depends upon the stimulus characteristics of the situation, the individual's previous 
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experience with analogous situations and the memories or thoughts that are evoked or 
restimulated by the situation. An individual who has experienced a bad and humiliating 
performance will most likely dread another performance in fear of successive failures 
(Harris, 1986). On the other hand, according to Hanley (1984, p. 29), previous positive 
experiences may give confidence to a performer: 
`Each person develops a unique self-image based on life experiences. 
Memories of successful performances, especially if they are recalled 
clearly and mentally relived, can bolster a pianist's confidence as he 
prepares to perform again' 
2.4.1.15 Occupational stress 
Occupational stress is related to performance anxiety. Sources of stress in musicians' 
lives are many. They are often poorly paid and constantly under the scrutiny of 
audiences and critics (Reciniello, 1991). The highly competitive nature of the profession 
means that they often experience rejection and this continuous pressure may provoke 
insecurity (Phillips, 1991). Parasuraman and Purohit (2000) have identified five major 
sources of stress in orchestral performers. These are related to work environment 
(seating comfort, readability of score), social tensions (conflicting relationships amongst 
orchestral members, feelings of being undervalued by other members), musical 
performance anxiety, problems associated with artistic integrity (discontent about the 
conductor's instructions for the playing of music, the obligation to accept the wills of 
the conductor) and, finally, concerns about the technical aspects of the music. Worries 
about preservation of one's position, financial insecurity, irregular working hours, 
separation from family, monotony resulting from playing the same pieces over and over 
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again in rehearsals, and uncertainty of secure employment have also been found to be 
major stressors in musicians' lives (Steptoe, 1989). Similar stressors have been reported 
by popular and jazz musicians (Cooper and Wills, 1989). Theorell et at. (1990) found 
that musicians believe that they have a lack of autonomy over their work, a factor which 
has been found to relate to stress and health problems (Steptoe and Appels, 1989). 
Karasek (1989) also found that occupations characterised by high demand and low 
decision opportunity (such as the musical profession) lead to psychological distress and 
to increased risk of health problems. Steptoe maintains that the domains of career stress 
and stage fright are not independent. These two need to be considered in conjunction 
with each other in the pursuit of producing a comprehensive approach to stress 
management for professional musicians (Steptoe, 1989). The concepts of occupational 
stress and anxiety are connected because anxiety functions in such a way as to draw 
attention to the stresses and difficulties within the musical profession (Steptoe, 2001). 
2.4.2. Factors influencing a performer's task efficacy 
The performer's task efficacy is influenced by the amount of work and commitment that 
the musician has put into the process of preparing for the forthcoming performance 
event, their approach to learning, and their motivation. These are related to the difficulty 
of the repertoire to be performed and the performer's technical, musical and 
memorisation abilities. 
2.4.2.1 Inadequate preparation 
Low task efficacy may result from inadequate preparation or an incapacity to master the 
chosen repertory or perform from memory. Low task mastery in the form of inadequate 
preparation, lack of confidence for playing from memory and choice of repertoire that 
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exceeds the individual's capability may increase fear of failure and subsequently 
performance anxiety. Sweeney and Horan (1982) referred to anxiety resulting from 
insufficient preparation prior to performance as `reactive anxiety' while Lehrer (1995) 
stated that there was no psychological technique that could substitute for appropriate 
artistic preparation. A lack of appropriate preparation results in increased uneasiness, 
discomfort and a negative predisposition toward the performance. Performers need to be 
prepared for the performance, both through practice but also psychologically. A 
performer should plan their performance according to their capabilities and limitations. 
If deciding to perform from memory, it is important to be confident, as insecurities may 
raise anxiety levels (Hallam, 2003). The individual may need to adjust fingering, 
bowing, or breathing based on what they feel most comfortable with, so as to minimise 
potential technical difficulties at the time of performance and to avoid additional 
nervousness (Hallam, 1992). If the performer is not prepared psychologically, then the 
performing experience can be very anxiety provoking. Mental imagery of the 
performance during the stages of preparation has proved to be very successful as 
preparation (Dunkel, 1990; Roland, 1994). 
2.4.2.2. Overuse syndrome 
Another important factor contributing to the stimulation of anxiety is directly related to 
physical stress. The term `overuse syndrome' refers to physical impairments resulting 
from the `repetitive use of the same muscle groups during long hours of practice and 
performance' (Wilson, 2002, p. 201). This has been found to affect up to 50% of 
instrumentalists (Fry, 1986; Lockwood, 1989). Over-practice may result from the 
excessive technical demands of the performing profession due to its highly competitive 
nature. It may also represent an unconscious attempt to boost self-esteem, as it has been 
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found that, often, musician's self-esteem is dependent upon the possession of high level 
musical qualities, the attainment of perfection and admiration by others (Pruett, 1991). 
Although the quest for quality is naturally the goal of an artist, problems arise when a 
performer believes that quality equals musical perfection. The distance between the 
conception of quality and its accomplishment can generate tension, which serves as an 
anxiety stimulator (Reubart, 1985). As Pruett (1991) has explained, such an anxiety- 
binding relationship actually risks self-esteem by being dependent on the external 
evaluation by others rather than on more realistic self-perceptions. Excessive practice 
may also result from pre-performance anxiety due to lack of self-confidence (Salmon 
and Meyer, 1998). 
2.4.2.3 Surface approach to learning 
A student's approach to learning has impact on the outcome and success of a given task. 
Entwistle (1988) distinguishes between three approaches to studying, namely surface, 
deep and strategic approaches. Each approach is distinguished by different motivation 
and intention patterns on behalf of the learner and has different outcomes. Biggs (1988) 
has proposed three similar orientations to learning, namely surface, deep and achieving. 
Surface learners are motivated predominantly by wanting to complete the course (or 
task) as they are afraid of failure. Their intention is to simply fulfil all the assessment 
requirements mainly through adopting rote learning. This entails learning through 
repetition and memorisation without being concerned with the deeper meaning. This 
reproductive approach is related to test anxiety and failure (Biggs, 1984). In contrast, 
learners adopting a deep approach are motivated by intrinsic interest in the task and by 
vocational relevance, with the ultimate goal to achieve understanding. Strategic learners 
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are motivated by competitive achievement motivation. Their goal is to achieve high 
grades and be successful. Such individuals are willing to adopt any learning approach 
that maximises their possibilities for success. According to Entwistle (1988, p. 43), 
these students are `mainly concerned with reinforcing their academic self-concept 
through repeated demonstrations of their intellectual mastery'. One major difference 
between strategic and surface learners concerns expectations. Although both strive for 
positive outcomes, strategic learners have expectations of success, whilst surface 
learners are pre-occupied with strong self-doubts (Schmeck, 1988). The learning 
approach of an individual indicates an individual's expectations for success and their 
motivation. Surface learners are afraid of failure, have strong self-doubts and adopt 
strategies that do not allow them to reach a deep level of understanding. In the context 
of music performance anxiety, these individuals are most likely to be vulnerable to 
experiencing maladaptive performance anxiety. 
2.4.2.4 Motivation for achievement related to fear of failure 
Another element considered under task efficacy is motivation, which can play a 
significant role in the preservation of interest in performance. Family, teachers, peers 
and the institution where music tuition is undertaken may have either positive or 
negative effects on a musician's motivation to continue to engage with music. Usually, 
supportive agents stimulate high motivation, whilst unsupportive, critical and highly 
demanding agents produce low and negative motivation for music. Motivation to 
engage in musical activities is determined by complex interactions between the 
performer as an individual (their characteristics, self-concept and goals) and the 
environment in which they find themselves (including cultural and historical factors, 
educational environment and the support they obtain from their family and peers) 
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(Hallam, 2002). A number of environmental effects, especially those relating to early 
musical experiences, learning outcomes and self-beliefs are internalised so that they 
influence a person's characteristics, perceptions and thus their motivation to engage in 
music. Motivation is inescapably related to a self-perception of being musically 
efficacious (Hallam, 2002). Previous experiences are significant in maintaining 
motivation. Sloboda (1991) has argued that people who have peak experiences are more 
likely than others to pursue involvement with music for the rest of their lives. Deep and 
rewarding experiences can therefore provide a strong source of internal motivation to 
engage with music in a systematic way. 
Motivation for achievement is very important. Achievement motivation theory 
(Atkinson, 1964; Atkinson and Feather, 1966) proposes that all individuals have a 
motive to seek and approach success (need for achievement), and at the same time a 
tendency to avoid failure (fear of failure). When a person's need for achievement is 
stronger than their fear of failure, the result is that the person engages and approaches 
the task. If the fear of failure is stronger, though, then the result is avoidance behaviour. 
The tendency to avoid failure has been found to be a characteristic of test-anxious 
students (Sarason, 1980). Fear of negative evaluation has also been associated with 
performance anxiety in music (Lehrer, 1987). It is predicted that highly test-anxious 
individuals, in approaching a task, will be motivated by avoiding failure rather than 
approaching success, whilst low test-anxious individuals will be motivated to approach 
success (Atkinson, 1964). In the context of a musical performance, the achievement 
motivation of an individual can be related to their anxiety vulnerability, the goals they 
pursue, and the effort they put into their preparation. 
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2.4.2.5 High task difficulty and value 
The perceived level of difficulty of a piece, examination or concert naturally influences 
a person's expectancies for success, in conjunction with the adequacy of their 
preparation. Judgments of self-efficacy are important as they can influence a 
performer's confidence, motivation and effort. When a person believes that they have 
the capability to successfully complete a difficult task, then the event is seen as a 
challenge that increases their motivation. However, when a task is considered to be 
beyond an individual's capabilities and when no resources to complete it successfully 
are available, anxiety is created and motivation decreases. 
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When a performer commits to a particular performance, they make judgments regarding 
not only the difficulty, but also the value and importance of that performance. The 
subjective value is a combination of a subjective assessment of the importance of the 
test / performance, its utility value for achieving future goals and intrinsic interest in the 
task. When the subjective value or importance attached to a performance or test is great, 
the potential of experiencing high levels of anxiety increases (Pekrun, 1984,1985). 
2.4.3 Factors related to the performance environment 
The characteristics of the specific environment where the individual is expected to 
perform also play a part in promoting or reducing anxiety, as the presence of an 
audience, the amount of perceived self-exposure and venue characteristics are 
significant variables. 
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2.4.3.1 Presence of an audience 
LeBlanc's (1994) theory of sources of variation in levels of musical performance 
anxiety refers to the presence and behaviour of the audience as a variable. Cox (1968) 
established that the presence of an audience comprised of males while fifth-grade boys 
were performing a challenging repetitive motor task served as a motivator for better 
performance by low test-anxious subjects, but had debilitating effects for high test- 
anxious pupils. Leglar (1978) observed that the heart rate of organists increased in the 
presence of critics and peer groups, indicative of heightened arousal in an audience 
based situation. Hamann (1982), when studying the reported anxiety levels of college 
music students in a reduced-anxiety condition (playing alone while being recorded by a 
tape recorder) and in an enhanced-anxiety condition (playing in the presence of a peer 
group and an instructor), found considerably greater reported levels of anxiety in the 
audience-present case. Additionally, he found that students with more years of formal 
training in music performed better in the audience included case, thus suggesting that 
experience acts as in such a way that high arousal enhances performance quality. The 
same results were found in a similar study by Hamann and Sobaje (1983). Abel and 
Larkin (1990) studied the arousal of male and female music students in a baseline 
laboratory session and just before an assessment by a jury. Heart rate and blood pressure 
were significantly higher for both groups just before the assessed performance 
compared to the laboratory session. 
Gender differences have been reported in the manifestation of performance anxiety in 
the presence of others. Abrams and Manstead (1981) found that females reported higher 
anxiety levels and evidenced higher pulse rate in all conditions. Abel and Larkin (1990) 
also found differences, with the females again reporting more anxiety and indicating 
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higher pulse rates, although they reported more confidence in relation to males before a 
session assessed by a jury. Males reported more confidence in a baseline session. 
Tartalone (1992) compared three stages of physiological arousal and perceived state 
anxiety of male and female music college students as they were preparing for recitals. 
He compared data collected four weeks before the recital, at a dress rehearsal for the 
upcoming recital, and during the actual assessed performance. He found signs of 
increased physiological arousal (high blood pressure, heart rate and perspiration) during 
the dress rehearsal and recital phases for the majority of subjects. The participants also 
reported higher perceived anxiety at the dress rehearsal and some hours before the 
actual recital. Interestingly, self-reported anxiety at the time of performance before a 
jury was not very high. There was also evidence to suggest that more experienced 
participants were less anxious than inexperienced ones. The latter showed higher rates 
in blood pressure, heart rate and perspiration in all three phases of the study. Brotons 
(1994) and LeBlanc et al. (1997) also found that the presence of an audience induced 
higher levels of anxiety. LeBlanc et al. (1997) confirmed that females tended to 
perceive the presence of an audience more threatening than males, although they 
performed musically better. 
Fredrikson and Gunnarsson (1992) compared a low-anxious with a high-anxious string 
players' group in public and private performance settings. The two groups were 
distinguished by taking part in an interview that took place prior to the experiment. The 
low-anxious group reported that they had never experienced tremor during public 
performance, while the highly-anxious group reported that they had experienced at least 
one episode of tremor that resulted in performance impairment in front of an audience. 
The researchers found that although Autonomic Nervous System (ANS) arousal 
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appeared more highly activated (increased heart rate, excretion of hormones of the 
Sympathetic Division of the ANS such as epinephrine, nonepinephrine and cortisol) 
(see discussion in section 3.4.2.1 about Autonomic Nervous System Activation) and 
distress was greater for both groups in the public performance, a marked increase in the 
heart rate of the highly-anxious group was evidenced during the public performance. 
2.4.3.2 Perception of high self-exposure 
The more exposed a performer feels, in the sense of feeling vulnerable during 
performance, the more likely it is that they will be anxious (Wilson, 1997). The sense of 
exposure is related to factors such as solo versus group performance, public 
performance versus solitary practice, evaluative performances (exams, recitals, 
auditions) as opposed to playing for pleasure in relaxed environments, and finally 
playing demanding or inadequately prepared musical works rather than easy or over- 
learned pieces (Wilson, 1997). Arousal is heightened when there is perception of a high 
level of personal exposure (solo performance) and direct or indirect assessment 
(presence of audience or examiners), while it is decreased when there is perception of 
less individual exposure (when co-performing with others) and no perception of 
evaluation (performing in relaxed environments). Solo performers are therefore 
expected to show higher anxiety proneness due the high level of exposure compared to 
orchestral or chamber orchestra musicians. An increased number of co-performers 
decreases nervousness (Jackson and Latane, 1981). Research results have shown 
increased anxiety in the presence of peers and critics, in solo performance and in small 
orchestras as opposed to large ones (Leglar, 1978; Gustafson and Rawson, 1983; 
Fishbein et al., 1988; Brotons, 1994). 
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2.4.3.3 Unsatisfactory performance conditions 
Any conditions that may prevent the performer from acting naturally, such as physical 
discomfort within the performing environment and the venue can cause unexpected 
impediments and obstacles in performance and increase the musicians' worry and 
anxiety. Parasuraman and Purohit (2000) found that one of the major sources of stress 
among musicians was related to the work environment and included issues such as air 
quality, humidity, seating comfort, and readability of the musical score. 
2.5 The effects of anxiety in musical performance 
Anxiety symptoms fall into three categories, namely cognitive, psychological and 
physiological according to Lang et al. (1988). This three-factor model of anxiety states 
that anxiety arises from the interaction between three major components: a cognitive (or 
verbal) component (thoughts related to mental images of danger and threat), a 
behavioural component (inclination to keep or run away from everything perceived as 
dangerous) and a physiological component (bodily reactions to heightened arousal). 
Salmon and Meyer (1998) suggest that the occurrence of all three components results in 
extreme anxiety. According to this assumption, the components of anxiety may be fairly 
highly correlated in cases of moderate anxiety states. The activation of one of these 
components is likely to stimulate the other two. 
Anxiety is manifested within performance in two possible ways: it may have facilitating 
(adaptive) or debilitating (maladaptive) effects. Adaptive anxiety facilitates and 
enhances performance by preparing the body for the task to be performed and by 
stimulating alertness and concentration. Maladaptive anxiety is detrimental to 
performance and its effects may range from minor slips to corruption of a well-prepared 
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performance. Sweeney and Horan (1982) also refer to reactive anxiety. Reactive anxiety 
arises from poor preparation and worry about potential negative outcomes of 
performance. 
2.5.1 Optimal arousal (adaptive anxiety) 
One effect of anxiety is that it can facilitate optimal arousal, which improves the quality 
of performance. A study by James (cited in Wills and Cooper, 1988, p. 21) 
demonstrated that about 15% of the participating sample reported that nervousness 
before performance enhanced their performance quality. Gates and Montalbo (1987) 
also supported the adaptive aspects of anxiety and tension before a performance. Some 
physiological arousal is not only natural, but necessary in order to prepare the organism 
for the demands of the forthcoming task. It motivates the performer and keeps them 
alert, concentrated on the task that they have to perform and protects them against low 
arousal which, based on the Yerkes-Dodson theorem (see section 2.6.1 below), would 
result in a poor, dull and indifferent performance. Some emotional arousal is 
advantageous in performance and frequently live recordings are preferred over those 
recorded in a studio. Hamann (1982) found that increased anxiety levels facilitated and 
enhanced the performance of highly competent participants with many years of formal 
training. He concluded that `anxiety can have motivation or drive properties, for some 
musicians, with regard to performance ability' (Hamann, 1982, p. 88). Kemp (1996) 
also highlighted the potential facilitating role of anxiety in performance and suggested 
that it is mostly displayed in more experienced performers who perhaps have learned to 
restrain and keep under control the incapacitating effects of anxiety. 
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2.5.2 Other than optimal arousal (maladaptive anxiety) 
The negative effects of anxiety on performance have received most attention from 
researchers and performers. This is because the debilitating effects of anxiety may be 
costly to the performer and the potential danger of a negative outcome is extremely fear 
provoking and undesirable. It may lead to failure in an examination or impede the career 
of an ambitious performer. A considerable amount of the research and much of the 
literature has been devoted to the development of coping strategies and techniques to 
alleviate the potential hazardous effects of anxiety. Suggested methods include 
muscular relaxation, hypnotherapy, biofeedback, meditation, autogenic training, athletic 
exercise and appropriate sleep, cognitive therapy, stress inoculation, positive self-talk, 
drug usage, and constructive goal imaging. The Alexander Technique and the 
Feldenkrais method have also been used for the same purpose (see Wilson, 2002; 
Gabrielsson, 1999; Salmon and Meyer, 1998; Hallam, 2003; Williamon, 2004; Kenny, 
2005 for reviews of coping methods applicable for the treatment of musical 
performance anxiety). 
2.5.2.1 Physiological symptoms 
Physiological symptoms of anxiety are manifested in the form of changes in the 
physiological state of the organism. These include an increase in heart rate and 
respiration, tension in all bodily muscles, `butterflies' in the stomach, dry mouth, sweaty 
palms, cold hands, tremors, frequent urinary need, release of hormones such as 
adrenaline (epinephrine) and cortisol and gastrointestinal disturbances (Steptoe, 2001; 
Gabrielsson, 1999). There are reported differences in symptoms related to the 
requirements of particular instruments. Dry mouth and shortness of breathing has been 
observed in wind players, while symptoms involving effects on hands (coldness) and 
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finger control have been observed in string players (Kivimaki and Jokinen, 1994; 
Wolfe, 1989). According to Lehrer (1987), the physiological symptoms result from the 
triggering of the `fight or flight' reflex of the human body, stimulated during anxiety or 
stress situations. 
From the instance that an individual perceives a performing situation as threatening, 
according to Lehrer (1987), the `fight or flight' reflex of the human body is triggered. 
According to Sakalak (1999, p. 166), during a fight-flight response, the organs that arc 
of most significance are the muscles, the heart, the lungs and the brain, whilst the rest of 
the human body systems evidence reduction of operations. 
2.5.2.2 Behavioural symptoms 
Behavioural indicators of anxiety according to Gabrielsson (1999) and Steptoc (2001) 
are tremors, trembling and shaky hands, quivering voice, difficulty in moving naturally, 
moistening lips and errors in performance. MacKinnon (1938) suggests that movements 
for playing should become automatic in musical performance, so that it is no longer 
necessary to think about them prior to their execution. However, he also stresses that 
although the conscious mind should not interfere with subconscious working, the two 
systems should co-operate in a subtle way so as to result in a successful performance. 
The problem with respect to performance anxiety arises precisely when conscious 
cognitive thoughts intrude during a performance, impeding the automatised behaviour 
and creating disruption (Fogle, 1982; Green and Gallwey, 1986). 
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2.5.2.3 Cognitive symptoms 
The effects of anxiety on cognition can result in memory slips, lack of concentration 
and may also distract the individual from the task. Steptoe (2001) mentions loss of 
concentration and attention, heightened distractibility, memory failure, maladaptive 
cognitions and misreading of the musical score as some of the most common effects on 
cognition. 
Maladaptive cognitions appear in the form of task-irrelevant thoughts and may be 
related to fear of making mistakes, feelings of insufficiency and incompetence, 
nervousness about potential lack of control while performing, extreme tension, and / or 
fear about experiencing a black-out. Additionally, they can emerge in the form of worry 
about the results of a potential failure to meet the demands of the performance. Another 
form of maladaptive cognition is the exaggeration in imagination of the effects of a 
mishap and / or of fear of loss of control during performance (catastrophising) (Steptoc 
and Fidler, 1987). Goldman and Lehrer (1986) have reported `fear of fear', fear of 
disapproval by significant others, problems with concentration and distraction, and a 
judgemental attitude toward slips in performance. Brotons (1994) has also researched 
cognitive anxiety inducers and has talked about fear of the opinion of others, fear for a 
potential experience of memory lapse, fear of inability to control the physiological 
manifestations of anxiety and self-doubt. Steptoe (2001) reports that cognitive responses 
of this type usually turn the performer's concentration away from the performing task 
and thus increase the risk of potential inaccuracies. More recently, Wan and Huon 
(2005) have argued that performance degradation under pressure in music is due to the 
performer's increased attention to step-by-step control of skill processes. In an attempt 
to execute the task correctly, the performer focuses their attention on monitoring step- 
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by-step processes (notes, finger positions), which eventually disrupt the automaticity of 
task performance. 
Research on test anxiety has referred to the distraction of attention due to perceived 
somatic arousal (Steptoe and Fidler, 1987). According to Wine (1971), during 
evaluative conditions, highly test-anxious individuals divide their attention between task 
requirements and task-irrelevant cognitive activities such as worry and self-criticism. In 
Wine's words, `the highly test-anxious person responds to evaluative testing conditions 
with ruminative, self-evaluative worry and, thus, cannot direct adequate attention to 
task-relevant variables' (Wine, 1971, p. 99). Such irrelevant cognitions distract 
performers and contribute to performance decrements. It has also been argued that, in 
the case of test anxiety, `the job of processing task-relevant information is complicated 
by maladaptive personalised feedback' (Sarason, 1978, p. 214). Although worry may 
result in an inability to distract attention away from task-irrelevant stimuli, worry has 
also been reported as having positive effects. In particular, Eysenck and Keane (1995) 
have stressed the motivational aspect of worry on cognition and attention, through the 
`allocation of extra resources or effort to the task in an attempt to improve performance 
and thus to reduce or eliminate worry' (Eysenck and Keane, 1995, p. 456). 
Anxiety may also affect working memory. According to the Processing Efficiency 
Theory of Eysenck and Calvo (1992), anxious individuals have reduced capacity for the 
processing of working memory in the performance of a task, as worry takes away some 
of the available resources of the working memory system. MacKinnon (1938, p. 15) 
maintains that `conscious striving inevitably brings tension; and only when free from 
strain can the mechanism of memory (or recall) work unfailingly'. This may be the 
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reason why collapses of memory are often reported or observed in highly stressful 
competitive situations and in highly anxious performers, even in pieces that have been 
adequately and carefully prepared. As the mental focus shifts away from the task of 
successfully completing the performance, memory slips appear. Memorising is often 
automated and does not require conscious thinking. However, in highly stressful 
occasions, the wrong access codes may suddenly come into operation if performers try 
to remember consciously what comes next, when their memories are in fact coded 
automatically. Hughes (1915), in studying musical memory in piano playing, described 
the occurrence of deficiency in playing from memory as a result of nervousness: 
`The moment the pianist plays for other listeners than himself, conscious 
thought is brought to an uncomfortably sharp focus not felt at all when 
playing alone, and there come, more likely than not, those awful 
moments of mental helplessness when everything seems blank. A slight 
nervousness, induced by one thing or another, is sufficient to destroy the 
mental poise of which the player seems so sure when he is by himself 
(cited in Norman, 1976, p. 202). 
2.6 Theories on arousal, anxiety and performance efficiency 
There are a number of theories related to anxiety and performance efficiency. Those that 
have been specifically mentioned and / or adopted within musical performance anxiety 
research are presented below. 
2.6.1 Yerkes-Dodson law 
The Yerkes-Dodson law (1908) is one of the earliest experimentally-based statements 
concerning the relationship between drive and learning (Levitt, 1968). Although this 
law was not designed to explain performance, it has been widely used in the attempt to 
clarify the relationship between anxiety and performance effectiveness by a number of 
researchers. This law, in the context of this chapter, is taken to refer to the interaction 
between the level of Autonomic Nervous System (ANS) arousal before a given 
performance and the efficiency, success or quality of this performance. For reasons of 
clarity and comprehension, the law is illustrated in the following diagram: 
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Figure 2.2: The inverted-U pattern of the Yerkes-Dodson Law 
Wilson (1997, p. 233) has summarised the Yerkes and Dodson law very clearly: 
`... there is an inverted-U shaped relationship between emotional arousal 
and performance, with low arousal producing `dull', `lifeless' 
performances and over arousal leading to detrimental stress 
manifestations. This corresponds to a well-known principle in 
psychology called the Yerkes-Dodson law' 
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The Yerkes-Dodson law principally states that very low or very high arousal levels do 
not enhance performance quality. Maximum performance quality is evidenced at 
medium levels of arousal. According to Wilson (2002, p. 211), the law states that 
`arousal enhances performance up to a point beyond which it causes deterioration'. 
Deterioration occurs more rapidly if the task to be performed is complex or not prepared 
sufficiently (Wilson, 2002). The law suggests that peak performance will take place 
under a medium degree of arousal, whilst very low or very high arousal will result in 
poor performance. Steptoe (1983) has reported evidence to support the inverted-U 
pattern in terms of tension and musical performance for students and professional 
musicians. He found that top performances occurred with moderate levels of tension, 
although the moderate level of tension was higher for professionals than for students, 
evidencing that professionals can cope efficiently with higher levels of anxiety. 
The findings of studies by Fredrikson and Gunnarson (1992) and Haider and Groll- 
Knapp (1981), demonstrate why musical performance anxiety has been related to 
heightened activation of the sympathetic division of the ANS and to excessive arousal 
as a result of the former. Fredrikson and Gunnarson (1992) found that excretion of 
hormones of the sympathetic division of the ANS was increased by as much as 139% in 
a public performance condition. The level of experienced arousal depends on which 
division of the ANS is mostly activated during performance. Heightened activation of 
the sympathetic division has been found to result in high levels of arousal and 
consequently intense apprehension and anxiety. Haider and Groll-Knapp (1981) 
monitored the heart rate and cortical activation (by an electroencephalogram EEG) of 
orchestral players during rehearsal and live performance. They found high levels of 
cortical activation during concerts and also found that the average heart rate increased 
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considerably during concert conditions, suggesting heightened arousal. Mulcahy et al. 
(1990) also found a build up of heart rate in live performing conditions. 
2.6.2 A three dimensional extention of the Yerkes-Dodson law 
Wilson (1973,1997 and 2002), in an attempt to develop a model showing the interplay 
among variables in musical performance anxiety, elaborated and extended the Yerkes- 
Dodson relationship. He developed a three-dimensional model of arousal and 
performance efficiency, illustrated in the following diagram (Wilson, 1973). 
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Figure 2.3: A three-dimensional model of performance anxiety 
Wilson suggests that arousal and anxiety levels depend upon the interaction between 
three variables: the trait anxiety of the performer, task difficulty and the prevailing 
degree of situational stress. What the above model suggests in terms of practical 
inference about the effects of anxiety on performance is that in order to achieve optimal 
performance, highly anxious performers need low situational stress (a relaxed 
environment) and relatively low task difficulty (easy or within the performer's 
capabilities repertoire). On the other hand, performers low in trait anxiety need more 
challenging works and more demanding performing situations in order to perform 
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optimally (Wilson, 2002). It follows that the boundaries between the facilitating and 
detrimental effects of anxiety on performance are complex and not easily defined. 
Variation or deviation of even one of the three parameters is enough to change the 
expected outcome by impairing a potentially good performance or enhancing an 
otherwise poor one. 
2.6.3 Catastrophe theory 
An alternative to the Yerkes-Dodson law is catastrophe theory. Fazey and Hardy (1988), 
working with athletic performance, applied one of Thom's (1975) seven fundamental 
catastrophes, which were developed to model discontinuities in functions that were 
normally continuous (Hardy and Parfitt, 1991). Hardy and Parfitt (1991) tested Fazey 
and Hardy's (1988) `cusp catastrophe' model of anxiety and performance and their 
results provide strong support for the model. The `cusp catastrophe' model of anxiety 
and performance is a three dimensional model having two predictor variables (y and x) 
and one dependent variable (z). Taken from Hardy and Parfitt (1991), the model is 
illustrated below. 
Performance 4. 
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Figure 2.4: Catastrophe model of performance anxiety 
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The two predictor variables in this case are physiological arousal and cognitive anxiety 
and the dependent variable is the behaviour (performance) surface. The model generates 
a three-dimensional non-linear behaviour surface. According to the theory, once a 
performer senses disaster in a high-stress, competitive situation, deterioration in 
performance is rapid and abrupt rather than gradual as suggested by the inverted U 
curved line. Additionally, Hardy and Parfitt argue that even small reductions in anxiety 
after performers `go over the top' cannot affect performance in a positive manner 
(Hardy and Parfitt, 1991). The catastrophic effect, according to the theory, is more 
intense when both cognitive and physiological anxiety are high. The traditional 
inverted-U pattern proposed by Yerkes and Dodson applies only when cognitive anxiety 
is low. When cognitive anxiety increases as a performance situation approaches, both 
positive and negative effects are possible, depending on the level of cognitive anxiety 
and physiological arousal. High physiological arousal results in a negative correlation 
between cognitive anxiety and performance efficiency (low cognitive anxiety-high 
effectiveness in performance, high cognitive anxiety element-low performance 
efficiency). Low physiological arousal on the other hand is associated with improved 
performance. Hardy and Parfitt (1991, p. 166) acknowledge the important role of the 
cognitive component, which is a principal factor in determining the effects of anxiety on 
performance: 
`... cognitive anxiety acts as a splitting factor which determines whether 
the effects of physiological arousal (the normal factor) are small and 
smooth, large and catastrophic, or somewhere in between these two 
extremes' 
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Wilson (1997,2002), in discussing catastrophe theory, has pointed out that mental 
(cognitive) anxiety is very liable to be the cause of a loss of concentration and collapse 
of memory, as it is likely to generate `a vicious spiral whereby fear of failure becomes a 
self-fulfilling prophecy and early mistakes lead to an escalating pattern of distraction 
and worry' (Wilson, 2002, pp. 213-214). In this sense, catastrophe theory may apply in 
musical performance anxiety, as the perception of imperfections is very likely to 
produce intensification of anxiety, which in turn magnifies the potential of greater 
errors, resulting in a vicious circle. Musical performance anxiety has been found to 
positively correlate with `catastrophising' (the exaggerated imagination of potential 
negative events during a performance) (Steptoe, 2001; Wolfe, 1989; Steptoe and Fidler, 
1987; Steptoe et al., 1995). 
2.7 Research in related areas 
Anxiety within a musical performance context cannot be understood without a clear 
conceptualisation of anxiety as an emotional state. This is considered here in relation to 
social anxiety and test anxiety. 
2.7.1 Social anxiety research 
Musical performance anxiety is related to the concept of social anxiety, since a musical 
performance takes place in a social milieu, with a concert audience or a jury of 
examiners. Although not synonymous with social anxiety, there is a notable social 
element in the act of standing up to perform in front of listeners. In addition, social 
interactions such the musician's relationship with members of the audience (family, 
friends, teachers examiners), may affect their psychological state at the time of 
performance. Beck and Emery (1985), in discussing the concept of social anxiety, 
maintain that the perception of threat by an anxious person acts as a trigger for their 
anxiety response. The perception of an event as threatening may be created either by 
overestimating the probability or severity of a feared event or by underestimating the 
coping resources or rescue factors available. 
The social phobia literature has often defined musical performance anxiety as a specific 
type of performance related social phobia (Barlow, 1988; Clark and Agras, 1991; 
Turner and Biedel, 1989), although there is a distinction between these concepts (Rapee 
and Heimberg, 1997). 
A number of music researchers have connected performance anxiety with social phobia 
(Osborne and Franklin, 2002; Cox and Kenardy, 1993; Steptoe and Fidler, 1987). 
Osborne and Franklin (2002), in examining cognitive processes in music performance 
anxiety, based their study on Rapee and Heimberg's (1997) model of anxiety in social- 
evaluative situations. They found partial support for conceiving musical performance 
anxiety as social phobia, as their sample showed some of the cognitive distortions of 
social phobia. Cox and Kenardy (1993) researched musical performance anxiety as a 
situational manifestation of social phobia and found that 50% of the musicians in their 
sample were socially phobic. In addition, social phobia appeared to be the major 
determinant of the presence and manifested level of anxiety within a solo performance 
setting. Debilitating performance anxiety has also been associated with factors similar to 
those evidenced in social phobia, such as lack of control, the reactions of important 
others, fear of negative evaluation, judgmental attitudes (Lehrer, 1987), social 
situations, fear of crowds and catastrophising (Steptoe and Fidler, 1987). Although the 
evidence for conceptualising musical performance anxiety as social phobia is mixed, 
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there are clearly some similarities, and research in this field may assist in our 
conceptualisation and treatment of performance anxiety. 
2.7.2 Test anxiety research 
A musical performance has many similarities with an academic examination, 
particularly with respect to the evaluative element, potential fear of negative feedback, 
worry about possible failure and potential loss of status or self-esteem when failure is 
experienced. Research in the field of test anxiety can assist our understanding of some 
of the processes involved during high arousal and anxiety states occurring in the context 
of maladaptive musical performance (Wolfe, 1989). 
Test anxiety may be described as an individual's disposition to react with extensive 
worry, intrusive thoughts, mental disorganisation, tension and physiological arousal 
when exposed in evaluative situations (Spielberger, Anton and Bedell, 1976; 
Spielberger and Vagg, 1995). Test-anxious behaviour is induced when an individual 
deems that their intellectual, motivational, and social capabilities and competencies are 
exceeded by the demands of a task at hand, more particularly a test condition (Zeidner, 
1998). This behaviour is accompanied by phenomenological, physiological and 
behavioural responses to concern about the potential negative outcomes or failure in an 
evaluative situation (Sieber, O'Neil and Tobias, 1977). Test-anxious students, in 
particular, tend to view evaluative situations as threatening their well being. They 
therefore often evidence threat perceptions, reduced feelings of self-efficacy, self- 
critical cognitions, anticipatory failure attributions, intense emotional reactions and 
heightened arousal at the first indication of failure (Sarason, 1986; Sarason and Sarason, 
more insights and improve our understanding of the aetiology, manifestations and 
effects of anxiety in musical performance. 
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Chapter 3 
A proposed conceptual framework for the study 
of musical performance anxiety 
3.1 Introduction 
Research on musical performance anxiety has developed over the last two decades. 
Studies have mainly focused on the diagnosis, assessment and treatment of maladaptive 
performance anxiety and its effects on selected groups of musicians. Research has 
therefore maintained a `clinical approach' to performance anxiety, and a large part of 
the literature has focused on the development of coping strategies in order to alleviate 
the maladaptive effects of anxiety. 
To date, much research has focused on adult professional musicians, disregarding how 
anxiety might affect younger performers and how their early experiences might affect 
their behaviour toward anxiety in subsequent years. Whilst there is anecdotal evidence 
that problems can begin in earlier years, with adolescence being a particularly critical 
period, there is little research relating to this. No clear understanding has yet been 
established of how performance anxiety develops in adolescent musicians, under what 
conditions and in which performers (Kenny and Osborne, 2006). Adolescence is a time 
when self-consciousness is often acute and this may prove to be a contributory factor in 
relation to both performance anxiety and its effects on performance. Given that 
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adolescence is also the time when decisions regarding career paths are consolidated, 
performance anxiety may be instrumental in determining choices which will have very 
long term implications. 
Very little research has investigated the parameters that interact in regulating (by either 
increasing or decreasing) anxiety and arousal levels, how these are related to the 
performers' characteristics and how, in interaction with other parameters such as task 
efficacy and environmental context, they might influence the way performers construe 
and evaluate a performing event. Musical performance anxiety has also been considered 
as an isolated event rather than as a process that unfolds in a time sequence before, 
during, and after performance, although Hallam (1998a) and LeBlanc (1994) have 
proposed models of performance which are multidimensional and which also consider 
the ways in which the various factors which affect performance anxiety develop in the 
period leading up to a performance. Other research on musical performance anxiety 
seems to have focused on segments of the larger process. Findings have not been 
situated within a unified and coherent context upon which later studies can be informed. 
Developing a better understanding of the processes of musical performance anxiety 
should enable us to find suitable ways of helping performers cope with anxiety so that it 
is not an obstacle in pursuing or developing a musical career. 
The development of a conceptual framework to provide a context to inform subsequent 
research would therefore be useful. It must be specific enough to inform research, but 
generic enough to enable theory development. The construction of such a framework 
would facilitate and advance current knowledge in the field of musical performance 
anxiety and would potentially provide valuable insights to the processes taking place 
from the perspective of the individual performer. Taking the individual as the focus is 
important as not everyone is similarly affected or responds in the same way to particular 
contexts that can give rise to anxiety. This is because every individual maintains distinct 
characteristics such as age, gender, intelligence(s), personality, trait anxiety, confidence 
in abilities, self-concept and motivational factors for engaging in musical performance. 
All these factors can influence a person's susceptibility to experiencing anxiety. 
A comprehensive theory that would incorporate the phenomenology, the correlates and 
the consequences of anxiety, aiming at highlighting the complex interdependencies and 
cause and effect relationships between musical performance anxiety and related 
variables could be useful, allowing a better understanding of the processes involved in 
musical performance anxiety and providing guidance for educationalists, musicians and 
researchers in finding more suitable ways of addressing problems of maladaptivity. The 
next sections develop such a framework. 
3.2 Introduction to the use of conceptual frameworks in 
research 
Conceptual frameworks are useful in guiding research and can also be used to 
coordinate research activities in multi-researcher or multi-site contexts (Sarantakos, 
1998). According to Miles and Huberman (1994, p. 18), `a conceptual framework 
explains, either graphically or in narrative form, the main things to be studied - the key 
factors, constructs or variables - and the presumed relationships among them. 
Frameworks can be rudimentary or elaborate, theory-driven or commonsensical, 
descriptive or casual'. The conceptual framework presented here is in figurative form 
and seeks to portray in a coherent and logical way the processes unfolding once a 
musician enters the performance scene. It has been developed through extensive reading 
of the music-specific performance anxiety literature, as well as literature that was 
thought to be particularly relevant in the understanding of anxiety in performance, such 
as writings on emotion, anxiety, test anxiety, social anxiety and educational psychology 
(for a review of the relevant literature, see chapter 2). The main aim of the conceptual 
framework illustrated and explained below is to provide a focus for the research. It 
shows how the aetiology, processes involved and effects of anxiety in musical 
performance are conceptualised. The model is presented as a framework and, as such, is 
open to change as findings emerge from subsequent research. As Sarantakos (1998) 
suggests, frameworks emerge from experience, are revised and corrected through 
research and are refocused to serve the needs of the study. 
3.3 Some preliminary issues and presentation of the 
conceptual framework 
Wilson (1973,1997,2002) has suggested that arousal and anxiety levels depend upon 
the interaction between the trait anxiety of the performer, the acquired degree of task 
mastery and the prevailing degree of situational stress but little research has investigated 
how these interact to increase or decrease anxiety or arousal levels over time. As argued 
previously, musical performance anxiety has tended to be considered as an isolated 
event rather than as a process that unfolds before, during, and after performance, 
although Hallam (1998a) and LeBlanc (1994) have developed multidimensional models 
that refer to factors affecting performance anxiety prior a performance. The conceptual 
framework presented here further develops these ideas and provides a more detailed 
description of the various factors and processes that may affect performance within a 
particular context. Enhancing our understanding of how musical performance anxiety 
develops prior to and during performance may enable us to find ways of helping 
performers manage their anxiety so that it does not become an obstacle in pursuing a 
musical career. 
Figure 3.1 below sets out the framework representing the interactions of those factors 
which may affect a musician, from the moment they commit to a performance, through 
preparation for it, the performance itself, and the impact of the outcomes of that 
performance on subsequent cycles of preparation. The framework is divided into three 
main phases, with sub-phases that are represented by the numbers on the left hand side 
of the figure. The ascending numerical sub-phases represent the passage of time. The 
eight sub-phases are grouped into three main phases, denoted by three shades of grey 
increasing in intensity. The light grey colouring denotes pre-performance conditions, 
the medium grey colouring represents during-performance conditions and the dark grey 
colouring signifies post-performance conditions. The framework sets out the important 
interactions between the variables that influence the causes and consequences of anxiety 
in musical performance and represents their relationships within the musical 
performance context. The rectangular boxes within the figure represent various phase 
states and the arrows signify progression from one box to another. They denote the 
conditions that result in the repositioning of the performer through the phases from one 
state to another. The dotted lines indicate the backwash effects on the performer and 
show how previous experiences can influence one's susceptibility to anxiety in the 
future. 
At the heart of the proposed conceptual framework are the concepts of adaptive and 
maladaptive forms of anxiety, and it is shown that arousal felt before a performance can 
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be either debilitating or facilitating. When anxiety results in high levels of arousal that 
are not under the control of the performer, it can have negative consequences for 
performance quality. When, however, it is controlled, it can serve as preparation for 
action and aid concentration and focus on the task. The framework is based on the 
assumption that musical performance anxiety is not a static phenomenon, but the result 
of a combination of the outcome of factors and processes that are initiated long before 
the actual event, some of which derive from the individual's personal characteristics. 
These are brought to the performance setting and interact with the performing 
environment. Interactions take place during the actual performance, contributing to the 
potentially volatile nature of the performance outcome. When the event is over, post- 
performance feedback and self-evaluations create new relationships for subsequent 
performances. The model suggests that musical performance anxiety is a 
multidimensional construct. Its prevalence depends upon interactions between various 
factors which in turn determine the processes that follow its initiation. The way in 
which a performer evaluates an event depends both on the performer's characteristics 
(which determine their degree of susceptibility to anxiety) and on more situational 
parameters such as task efficacy and the nature of the performing environment. These 
three factors influence a musician's cognitions and level of arousal prior to and during 
the performance, which in turn affect the performance outcome: 
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Figure 3.1: A conceptual framework for the study of musical performance anxiety 
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3.4 Description of the conceptual framework 
The description of the developed conceptual model progresses in relation to a notional 
alignment of time, commencing from sub-phase 1 to sub-phase 8. The elements 
comprising each sub-phase are introduced, and evidence from related literature is 
presented and discussed in the context of musical performance. 
3.4.1 Phase 1: Pre-performance conditions 
3.4.1.1 Sub-phase 1: Initial conditions 
The process begins at sub-phase 1, which contains three major elements: (a) The 
performer's susceptibility to experiencing anxiety when the commitment to perform is 
made, (b) the performer's task efficacy and (c) the characteristics of the specific 
environment where the individual is expected to perform. These three initial conditions 
are related to Wilson's three-dimensional model of anxiety (Wilson, 1973,1997,2002). 
Wilson believes that the level of performance anxiety depends upon the interplay 
between trait anxiety, task difficulty and situational stress. The model presented here 
can be seen as an elaboration and extension of Wilson's model, the conditions he sets 
out being more explicitly defined and a wider range of variables being included. 
Vulnerability to anxiety is not solely defined in terms of trait anxiety, but is considered 
to be a multidimensional variable determined by intrinsic, extrinsic and cognitive 
factors. Trait anxiety is conceptualised as an intrinsic characteristic of the performer. 
Task efficacy is a broader term used in this context to account for the extent to which 
the performer is prepared to successfully complete the performance. It includes the 
process of preparation, approach to learning, motivation and the difficulty of the task. 
The characteristics of the performing environment are crucial in determining how the 
performer will evaluate the event. They are determined by the presence of an audience, 
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the perceived degree of self-exposure and the characteristics of the venue where the 
performance takes place. It is proposed that these three initial conditions determine how 
the performance event is initially evaluated by the performer. The model takes account 
of the effects of anxiety in the short-term (on performance quality) and the longer-term 
(on the performer's confidence and motivation in the future). It accounts for how the 
longer-term effects of anxiety on the performer can influence their vulnerability to 
anxiety in the future and thus change their starting position within the model. 
The three elements described in sub-phase one are important in determining the 
likelihood of anxiety in performance. Interactions between these three elements define 
the quality of a performer's cognitive evaluation of the performance and their 
psychological state immediately prior to the event. For example, when a performer with 
high susceptibility to anxiety, who is carrying perceptions of low task efficacy is asked 
to perform in a highly threatening and / or uncomfortable environment, it is probable 
that they will perceive the performance situation as threatening and will be highly 
anxious. On the other hand, low vulnerability to anxiety in combination with high task 
efficacy and a none threatening or moderately threatening environment will most 
probably increase motivation for success and confidence and will maintain anxiety 
within reasonable levels. 
3.4.1.2 Sub-phase 2: Cognitive evaluation of situation 
All the above elements determine the cognitive appraisal of the particular performance 
and the psychological state of the performer, exhibited in sub-phase 2 of the diagram, 
as indicated by the arrows. Cognitive appraisal is the cognitive process of apprehending 
and interpreting that which mediates between the environment and an individual's 
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emotional reaction (Lazarus, 1991; Lazarus and Folkman, 1984). According to Lazarus, 
there exist two main appraisal processes, primary and secondary. Primary appraisal 
refers to the process of perceiving and evaluating a situation. Examples of such 
evaluations might include threat, challenge, harm or benefit to oneself. Secondary 
appraisal comes in the form of judgments regarding the forms of coping available for 
mastering the potential harm or threat, or for facilitating the possible benefits. 
Depending on the evaluation and subjective assessment of forms of coping available, a 
performer will have a particular emotional reaction immediately prior to performing. 
The quality of the psychological state is a direct result of an interaction between these 
two stages of appraisal. 
3.4.1.3 Sub-phase 3: Performer's psychological state immediately prior to 
performance 
The cognitive appraisal of the performance event will stimulate a specific emotional 
reaction and trigger an affective state as a result of the performer's perception. This is 
shown in sub-phase 3 of the model. A lack of motivation or a state of indifference will 
be triggered if the performer deems that the event is not important for them or has little 
interest or chance of doing well. A perception of threat is another possibility, if the 
performer in evaluating the situation concludes that they have few resources to cope and 
is therefore unlikely to do well. This will most likely lead to heightened anxiety. On the 
other hand, a perception of the task as challenging, but not beyond the performer's 
capabilities, can act as a motivator for the performer in order to utilise effort into doing 
well. The perceived level of challenge will therefore affect the extent to which the 
performer will be motivated to maximise their effort for the particular performance. 
Theories of motivation indicate that when a challenge is in balance with a person's 
88 
skills, the individual derives pleasure and tends to want to continue with that particular 
task. Such tasks are those that are intrinsically motivating (Good and Brophy, 1991). If 
the task is too easy for the individual, they will most probably feel bored, indifferent 
and unmotivated. When the task objectively exceeds the skills of the individual or if the 
individual believes that the task-is too difficult for them and therefore they have little 
chance of doing well (although this may not objectively be the case), high levels of 
anxiety can occur (Hallam, 2002). 
3.4.2 Phase 2: During-performance conditions 
3.4.2.1 Sub-phase 4: Autonomic Nervous System activation 
The performer is required to perform a piece of music while in a specific psychological 
and emotional state. Sub-phase 4 demonstrates that the Autonomic Nervous System 
(ANS) is activated so as to prepare the performer to deal with the task (playing a 
musical instrument) under the particular performing circumstances'. This can lead to 
low, medium or high arousal levels. Arousal is being used here in the sense of 
physiological activity. One existing hypothesis states that too low or too high arousal is 
not `optimal', whilst medium arousal levels have the most positive effect, as they trigger 
`optimal arousal' (Yerkes-Dodson Law, 1908). Some studies in music have supported 
this inverted U relationship between arousal and performance efficiency (Leglar, 1978; 
Hamann, 1982; Hamann and Sobaje, 1983). Of course, what constitutes `optimal 
arousal' for each individual is very difficult to establish and the mediating relationship 
1 Whilst performing, many experiences are affected and regulated by Autonomic Nervous System (ANS) 
activities. The ANS is divided into two parts, the sympathetic and the parasympathetic system. The level 
of experienced arousal depends on which division is mostly activated during the performance of a task. 
Heightened activation of the sympathetic division (SNS), for example, results in high levels of arousal 
and consequently intense apprehension and anxiety. Strong activation of the parasympathetic division 
(PNS), whose main function is to conserve energy, has the exact opposite effect, resulting in low arousal 
levels and poor physical activation (Salmon and Meyer, 1998, p. 218; Kleinknecht, 1991, pp. 11-13). 
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of individual difference variables and task difficulty may be important. This means that 
optimal arousal may vary between different people but also within the same person 
under different conditions. 
The double-ended arrow between levels 3 and 4, in addition to showing how a 
performer's affective state triggers the Autonomic Nervous System, also indicates that it 
is possible that the perception of ANS activation and somatic arousal can be the cause 
of further psychological distress. This occurs because in a highly aroused state, people 
tend to detect events that would otherwise escape awareness. Anxiety can also, 
therefore, increase awareness of internal sensations. Physiological symptoms of anxiety 
are perceived as amplified in magnitude, and their severity is exaggerated in the 
performer's mind (Salmon and Meyer, 1998). This can panic performers, especially 
those who are less experienced and not used to these sensations and further raise their 
anxiety levels if performers feel that these physiological symptoms will interfere with 
their ability to perform well. 
3.4.2.2 Sub-phase 5: Effects of arousal level on performance quality 
Sub-phase 5 shows the effects of each arousal state on the quality of performance. 
Other than optimal arousal levels (too low and too high) are hypothesised to lead to 
maladaptive (negative) effects, whilst optimal arousal levels (medium) result in adaptive 
(positive) effects. Very low arousal can result in poor mental and physical activation or 
lethargy. On the other hand, very high levels of arousal might result in excess mental 
and physical activation, partly due to the acute perception of the symptoms of 
physiological arousal that may panic performers. Medium arousal is hypothesised to be 
the most optimal level of arousal. It can improve performance efficiency, alertness and 
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concentration on the task, and thus increase the possibilities of a positive outcome if the 
performer has prepared adequately and feels confident (see discussion in section 2.5.1). 
3.4.3 Phase 3: Post-performance conditions 
3.4.3.1 Sub-phase 6: Post-performance feedback 
The feedback on performance quality after the event is over plays a significant role in 
subsequent performance anxiety, as it influences the emotional and psychological state 
of the performer in their next performance. Feedback in this case means that which is 
outside the moment-to-moment proprioceptive and auditory feedback that is integral to 
musical performance as it unfolds. Feedback is both internal (self-monitoring) and 
external (from outside the performer). It is also regarded as `summative' in the sense of 
being post-performance. Sub-phase 6 illustrates the possible outcomes. Where the 
performance has been successful positive summative feedback will ensue. This may be 
through formal evaluation (e. g. examination marks), the receipt of positive comments 
from other people, self-monitoring evaluation, or combinations of these. In the absence 
of external feedback, there is the possibility of `subjective reinforcement' in which the 
performer constructs their own version of reality and uses this to frame subsequent 
behaviour (Welch, 1985). Where performance is characterised by mistakes and failure, 
negative feedback will follow. Meyer (1982,1983) has considered emotional feedback 
on performance and explained how it can influence an individual's self-perception of 
their ability. He argues that an individual can perceive another person's emotions and 
make inferences about the way that others estimate their ability. This inferred opinion of 
others' evaluation can influence a person's self-perceptions. Self-perceptions of ability 
influence expectations, emotions and future behaviour. According to Graham and 
Weiner (1983), an individual will employ emotional feedback to assess their own 
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ability, especially if other attributional processes regarding their performance lead to 
ambiguous results. 
3.4.3.2 Sub-phase 7: Longer term effects 
The quality of the post performance feedback, especially if experienced repeatedly over 
long periods of time will produce longer-term effects, as shown in sub-phase 7. If the 
feedback is negative, it is very likely to stimulate anxiety under similar conditions, with 
quite possibly the same negative outcome. This can lead to perceptions of a negative 
self-concept, low self-esteem and low self-efficacy beliefs, possibly resulting in 
intensifying performance anxiety in subsequent performance events and negatively 
affecting an individual's effort and motivation to succeed. If the feedback is perceived 
as positive, the performer will most likely experience a boost in confidence and self- 
esteem, creating positive preconditions for success on analogous performances in the 
future, which will serve to increase motivation and intensify effort. 
Success and its attribution to high ability may also contribute to the individual creating 
a positive self-concept by imagining a `positive possible future self in that domain 
(Markus and Ruvolo, 1989), which might enhance their motivation to strive for success. 
A poor performance may lead to a `feared' possible self. The flow and redirection of the 
feedback to the performer is illustrated by the dotted line connecting the boxes in level 7 
with the performer's susceptibility to anxiety in sub-phase 1 a. A variation of one of the 
parameters at sub-phase 1 will inevitably influence the performer's cognitive appraisal 
of a following performance and, by extension, their psychological state prior to 
subsequent performances. As a result of this, a performer's initial position within the 
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model may change over time. The proposed model is dynamic; its output can change in 
relation to the variable inputs and components. 
3.4.3.3 Sub-phase 8: Possibilities for future success / failure and responses 
Sub-phase 8 suggests that intensification of maladaptive musical performance anxiety 
and lower motivation result in increased possibilities for experiencing failure in future 
performances. Two major behavioural responses can ensue from the above, which have 
similarities to the fight or flight response mechanism: development of a range of 
strategies to cope with anxiety and search for a suitable anxiety coping method in order 
to overcome the problem (fight) or withdrawal and avoidance for reasons of self- 
protection (flight). Fight or flight is an inborn genetic response that is stimulated during 
anxiety or stress situations. Fight takes place when the individual decides to confront 
the potential danger and flight takes place when the individual decides to run away from 
the danger. These behaviours might also appear after the experience of anxiety over 
prolonged periods of time. On the one hand, if a performer chooses to avoid or give up 
performing, then withdrawal takes place (flight). If, on the other hand, the anxious 
performer develops strategies to cope with anxiety and decides to adopt a performance 
anxiety coping method (fight), this will influence the extent of their susceptibility to 
anxiety in subsequent performances. They might feel less anxious and more confident 
for the next performance, thus changing their initial position within the model. 
The right hand side of the model indicates that increased motivation and intensification 
of effort can increase the possibilities for success in future performances, leading to 
positive effects on a performer's well-being and self-perceptions, and lowering the 
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possibilities of experiencing maladaptive performance anxiety through reducing 
susceptibility to experiencing anxiety in general. 
3.5 Research questions of the study 
This research study aims to understand how musical performance anxiety affects 
adolescent musicians and aims to offer some insight into existing gaps in the literature. 
The specific research questions that are addressed are: 
1. Do personal characteristics such as nationality, gender and age influence adolescent 
musicians' performance anxiety levels, susceptibility to performance anxiety and / or 
their attitudes and behaviour? 
2. Do susceptibility to experiencing performance anxiety, task efficacy and 
environmental context relate to and / or influence performance anxiety intensity and 
performance outcomes? 
3. Which factors affect evidenced performance anxiety levels in adolescent musicians? 
4. Does the presence of performance anxiety have an effect on adolescent musicians' 
attainment levels? Which other factors influence achievement in young instrumental 
musicians? 
5. What are adolescent musicians' approaches to instrumental learning and 
performance? 
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6. Can different instrumental student types be identified? If so, what is the relationship 
between each student type and young musicians' experiences of musical performance 
anxiety? 
Some of the research questions link directly with some of the elements of the 
conceptual model presented in section 3.3. More specifically, research questions 1-3 
aim at assessing some of the factors / initial conditions that influence young musicians' 
experience and intensity of performance anxiety prior to the commencement of the 
performance and are related to phase 1 of the model (specifically sub-phase 1). Question 
4 focuses on the influence of performance anxiety on the performance outcome, which 
is linked to phase 2 of the model. Questions 5 and 6 concentrate specifically on the 
learning process and investigate the possible influence of performance anxiety on 
students' approaches to instrumental learning and performance and how performance 
anxiety is experienced by different instrumental musician types. 
3.6 Summary 
This chapter has set out a conceptual framework that focuses on the performer through 
the various stages of performance preparation, enactment and follow up. The existing 
literature has been considered within this framework (see chapter 2) to develop a more 
comprehensive understanding of musical performance anxiety. The model illustrated the 
processes that take place once a performer agrees to participate in a performance and 
shows the development of performance anxiety as a process that unfolds in a time 
sequence of pre-, during-, and post- performance. The model indicated that the way in 
which a performer evaluates an event depends on their susceptibility to anxiety, their 
task-efficacy and the environment where the performance is to take place. The 
evaluation of an event, in turn, affects the performer's emotional and psychological state 
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prior to the performance. The Autonomic Nervous System is activated, and, depending 
on the level of arousal and the control that the performer has over it, a musician can 
experience either adaptive or maladaptive effects on performance quality. Feedback 
after the performance has long- term effects. Negative post-performance feedback 
results in the performer generating negative self-beliefs, intensification of maladaptive 
performance anxiety and lowering of motivation. These conditions increase the 
performer's possibilities for future failure, and may lead to the performer being forced 
to choose between developing and / or adopting a range of strategies to cope with 
anxiety or withdrawing from the process. Positive post-performance feedback leads to 
enhancement of confidence and self-esteem and increase of motivation and effort, 
increasing the possibilities for future success. Finally, the questions addressed through 
the study have been presented, and some links with the proposed model have been 
indicated. 
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Chapter 4 
Outline of research design and methodology 
4.1 Introduction 
Methodology has been defined as `the activity or business of choosing, reflecting upon, 
evaluating and justifying the methods you use' (Wellington, 2000, p. 22). It entails 
theoretical principles and a framework and provides guidelines about how research is 
conducted in the context of a particular paradigm (Sarantakos, 1998). According to 
Walker (1985), the methods a researcher chooses to use are there to be tested, just like a 
hypothesis. A methodology chapter should therefore consider research methods, so as to 
justify the chosen methods and to reflect upon them. 
This chapter focuses on the choice of methods to be used in this research. The 
discussion commences with a presentation of quantitative and qualitative methodologies 
in social research and presents views by advocates and opponents to each research 
approach. It is argued that these two approaches are not necessarily mutually exclusive, 
but can complement each other to produce a more in-depth understanding. A description 
of the methodology proposed to be used for the resolution of the research questions is 
then presented. Reference is also made to the proposed method of analysis for both 
quantitative and qualitative data. 
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4.2 Philosophical issues in research methodology 
4.2.1 The `quantitative-qualitative' debate 
Within the field of educational research, two competing views of the social sciences 
have appeared (Cohen et al., 2000). One is what has been called the traditional (or 
standard) view and has its roots in the philosophical approach of `positivism'. In 
essence, this approach deems that social sciences such as education are no different 
from the natural sciences, and have as a major goal to generate both natural and 
universal laws concerning human and social behaviour. The second view of social 
sciences is the interpretative (or relativist, naturalistic or constructivist) approach and 
has its roots in philosophical relativism. The aim of this approach is also to describe and 
explain human behaviour, but it is underpinned by the belief that human behaviour is 
not governed by universal laws that presuppose regularities, like natural phenomena. 
Peoples' behaviour may differ from individual to individual. 
These distinct conceptualisations of the social sciences imply different methods for 
research, precisely because they carry different viewpoints relating to social reality and 
human and social behaviour. Positivist research is centred on the belief that objective 
knowledge can only be achieved through direct observation and thus utilises strict rules 
and procedures in its enquiries (Robson, 2002). Positivist scientists therefore use 
quantitative data and construct hypotheses that are tested based on the statistical 
analysis of data. In contrast, relativist researchers believe that reality is represented 
through the eyes of the participants, and language is seen to be of primary importance 
both as an object of study and as the tool through which the world is represented and 
constructed (Robson, 2002). As a result, qualitative methodologies such as open-ended 
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questionnaires, interviews, observation or discourse analysis are used as tools for 
making sense of the social world. 
Although each approach has many supporters who hold strong positions on how social 
research should be conducted, these two schools of thought have both attracted 
criticism. Quantitative research methodology has been criticised for not being suitable 
for social research, because humans are not inanimate like natural phenomena, but 
active individuals with perceptions, wishes and interests (Sarantakos, 1998, pp. 43-45). 
Due to the fact that in such research the principles of natural sciences for objectivity and 
neutrality are major goals, individuals are treated merely as objects for the production of 
useful data. Opponents of quantitative methodology argue that in the social sciences one 
cannot treat humans as items. They should be considered as partners to the researcher 
(Sarantakos, 1998). Horkheimer (1972) has criticised positivist approaches for 
`mathematising nature', while Hampden-Turner (1970) suggests that science-based 
approaches to social research are too conservative and ignore important qualities of 
human beings, as scientists focus on the predictable and invariant characteristics of 
people. 
The qualitative-based approach has also received criticism, mainly for completely 
abandoning scientific methods and for leaving no hope for making generalisations about 
human behaviour (Cohen et al., 2000). Bernstein (1974) has argued that the procedures 
used by qualitative researchers, often relying on verbal accounts and subjective reports 
for arriving at true meaning, can be incomplete and misleading. Additionally, Cohen et 
al. (2000, p. 27) state that the danger with interpretative approaches is that at times `they 
neglect the power of external - structural - forces to shape behaviour and events'. 
99 
Weaknesses of qualitative-based research have been identified in relation to reliability 
due to extreme subjectivity, and a lack of representativeness, generalisability of 
findings, objectivity and detachment and ethics as the researcher enters the personal 
sphere of the participants (Chadwick, Bahr and Albrecht, 1984). 
Although this debate has been continued over many recent years, it is not unusual for 
researchers to hold moderate positions. The employment of both quantitative and 
qualitative methodologies in social research can have positive outcomes. According to 
Wellington (2000, p. 17), `the two approaches can complement each other. Background 
statistics or just a few figures from available records can set the scene for an in-depth 
qualitative study'. The methods used by quantitative researchers have benefits for 
investigating the behaviour, beliefs and / or experiences of a large number of individuals 
within a particular sample of people, especially in terms of generalisation of the results. 
By taking a substantial sample of participants, the research gains in objectivity and in 
the minimisation of errors and variance. On the other hand, qualitative approaches based 
on methods such as open-ended questionnaire questions, interviews, case studies and 
observations have the benefit of being interpretative. While quantitative analyses can 
tell us a great deal about correlation between variables, they cannot say much about 
causality. Qualitative approaches can be employed in research in order to provide 
insights into the relationships between variables that have surfaced through the 
quantitative analysis of a large sample of population. Once conclusions are drawn about 
the main characteristics and behaviour of a population (through quantitative 
techniques), interpretation of those results can be informed by interviewing or observing 
members of that population. 
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4.3 Research design 
4.3.1 Research methods used in related research 
The justification for the selection of the methods to be used in this study was established 
through reference to previous research. Both quantitative and qualitative approaches 
have been employed in relevant research and are briefly considered below. 
It is not unusual for research in musical performance anxiety to use questionnaires and 
inventories to establish individuals' perceptions and experiences. Researchers have both 
developed their own instruments and used instruments developed by others. For 
instance, Lehrer, Goldman and Strommen (1990) developed their own Musical 
Performance Anxiety Questionnaire (MPAQ) to assess the variables of worry, 
judgmental attitudes about musical performance, and the use of coping strategies to 
manage anxiety in a sample of adult musicians. Additionally, Fishbein et al. (1988) 
developed a self-completion questionnaire to assess the medical problems of performing 
artists, of which stage fright was one. More recently, Osborne and Kenny (Osborne and 
Kenny, 2005; Osborne, Kenny and Holsomback, 2005; Kenny and Osborne, 2006) 
developed the Music Performance Anxiety Inventory for Adolescents (MPAI-A), a self- 
report inventory measuring performance anxiety in adolescents aged 12 to 19 years. 
Researchers of musical performance anxiety have also used instruments developed by 
other researchers, sometimes making adaptations. Rife, Lapidus and Shnek (2000) used 
The Music Performance Anxiety Questionnaire (Lehrer, Goldman and Strommen, 1990) 
to measure anticipatory anxiety and the Performance Questionnaire developed by 
Wesner, Noyes and Davis (1990) to measure musicians' performance anxiety 
experiences, attitudes and symptomatology according to social phobia criteria. Brodsky 
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et al. (1994), in studying auditory style as a correlate and predictor of music 
performance anxiety, used an inventory that has proved to be very popular in anxiety 
research, the Spielberger State-Trait Anxiety Inventory (STAI-Form Y; Spielberger, 
1983). They also used the Music Performance Stress Survey (MPSS-Version 1.0; 
Unknown author - developed by the Arts in Medicine Programme, University of 
Louisville) and the Keele Assessment of Auditory Style (KAAS; Brodsky and Sloboda, 
1993). The MPSS is derived from Fishbein et al. 's (1988) questionnaire and from 
Wesner, Noyes and Davis' (1990) Performance Anxiety Questionnaire. Wolfe (1989, 
1990) used two different instruments in her study, the Trait Anxiety Scale (TAS), 
deriving from Alpert and Haber's Achievement Anxiety Test (Alpert and Haber, 1960) 
with the wording changed in order to apply to musical performance. She also used a 
State Anxiety Scale, adapted from Sweeney and Horan's Piano Performance Anxiety 
Scale (Sweeney and Horan, 1984) with the wording modified to apply to performance in 
any musical instrument or voice. Salmon, Schrodt and Wright (1989) administered a 
demographic questionnaire and the Burns Anxiety Inventory (BAI; Tavris, 1986) to 
music school students to assess the temporal gradient of musical performance anxiety as 
a jury performance by their faculty approached. Osborne and Franklin (2002) used 
Nagel, Himle and Papsdorfls (1981) Performance Anxiety Inventory (PAI; cited in 
Nagel, Himle and Papsdorf 1989) in conjunction with other instruments such as the 
Composite International Diagnostic Interview-Auto (Version 2.1; World Health 
Organisation, 1997), the Fear of Negative Evaluation scale (Leary, 1983) and the 
Performance Perception Scales (PPS), developed by the authors for the purposes of their 
study. Widmer, Conway, Cohen and Davies (1997) studied hyperventilation as a 
correlate and predictor of debilitating anxiety in musicians by using the Nijmegen 
Questionnaire (Dixhoorn and Duivenvoorden, 1985) to measure hyperventilation, 
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Spielberger's State-Trait Anxiety Inventory for Adults (Spielberger, Gorsuch and 
Lushene, 1970) and The Personal Report of Confidence as a Performer (PRCP; Appel, 
1974). Cox and Kenardy adapted Schwartz, Davidson and Goleman's (1978) Cognitive- 
Somatic Anxiety Questionnaire to develop the Performance Anxiety Questionnaire in 
their study. 
Qualitative instruments used in musical performance research include interviews and 
observations. For instance, Widmer, Conway, Cohen and Davies (1997) used 
unstructured interviews at the beginning of their research, where they gathered subject- 
related information, to help them design their questionnaire. Recently, Kirchner (2003) 
used semistructured individual in-depth interviews to collect data, which allowed the 
research participants to reflect on their experience of performance anxiety and allowed 
the collection of more direct information. 
Some researchers have shown a preference for combining quantitative and qualitative 
methodologies in their studies. For example, Nagel (1988) used Identity Status 
Interviews (Marcia, 1966) in combination with personality inventories measuring stage 
fright, fear of success, self-handicapping behaviour and locus of control to investigate 
the relationship of perfectionism to career choice and performance anxiety in university 
student musicians. Ryan (2004,1998) used the State-Trait Anxiety Inventory for 
Children (STAIC; Spielberger, Edwards, Lushene, Montuori and Platzek, 1973) and the 
Coopersmith Self-Esteem Inventory (Coopersmith, 1987) with individual interviews to 
explore musical performance anxiety in twelve-year old piano students. In addition, 
Ryan (2004,1998) used heart rate monitors in order to observe children's arousal levels 
at various stages of their study. Other researchers who have used physiological 
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measurements in the study of musical performance anxiety include Zinn, McCain and 
Zinn (2000), who used the High-Risk Model of Threat Perception (HRMTP; 
Wickramasekera, 1988,1998), a biopsychosocial model designed to diagnose 
somatoform disorders, to investigate musical performance anxiety. Participants were 
given a small finger thermometer and a personal information questionnaire. These 
researchers also used questionnaires in their study, including the Absorption Scale 
(Tellegen and Atkinson, 1974), the Neurotism scale from the Eysenck Personality 
Questionnaire (EPQ; Eysenck and Eysenck, 1975), the Marlowe-Crowne Scale (Crowne 
and Marlowe, 1960), the Catastrophising Scale (Zocco, 1980) and the State-Trait 
Anxiety Inventory (Spielberger, Gorsuch and Lushene, 1970). 
4.3.2 Research design and research methods of the study 
The methodology employed for addressing the research questions of this study was a 
combination of quantitative and qualitative methodologies. Data derived from a 
questionnaire designed to explore a range of learning and performance issues provided 
quantitative data, and thus situated the research within a positivist framework. The fact 
that all participants answered the same questions meant that the data were suitable for 
statistical analysis and comparison, and thus provided a good indication of the 
experiences of a sample of adolescent musicians in secondary education. The design 
and inclusion of a performance anxiety scale in the questionnaire also had the advantage 
of assisting in identifying musicians that appeared to be at the borderline with respect to 
anxious behaviour and those that appeared to have a more positive and balanced 
approach. The design of the questionnaire, which for the most part consisted of items to 
be circled or ticked, meant that it was simple and non-threatening for students. The 
questionnaire also facilitated flexibility of response, as students were asked to 
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demonstrate their degree of agreement to statements or the amount of frequency that 
they experienced particular incidents through the use of Likert-type scale measuring. 
Qualitative data were also obtained from open-ended questions, which served to 
enhance the quantitative data and provide more insight and in-depth information. The 
final section of the questionnaire included a number of open-ended questions that were 
designed to capture more in-depth information regarding the beliefs, experiences and 
strategies used by the students, and produced data that were suitable for qualitative 
analysis. These data were used to reveal common patterns of thought / behaviour 
between students evidencing different anxiety levels. This method was preferred to 
interviews, as it produced more focused data. The aim was to capture in-depth 
information on a number of specific issues and reveal commonalities between students 
belonging in low, moderately or highly anxious groups. Open-ended questions have the 
advantage of being less threatening, leading to more honest responses and giving 
students more time to think about their answers compared to an interview. They also 
provide more freedom of response compared to closed questions. 
The questionnaire was piloted on a group of students that were representative of the 
sample used in the main study, and necessary adjustments / changes were made to the 
research instrument. Prior to piloting the questionnaire, the instrument was tested with a 
small number of individuals whose age was appropriate for the focus of the study. Three 
individuals - two girls and a boy - were asked to complete the questionnaire and inform 
the researcher of any ambiguities or things that they did not understand. After their 
comments, some minor alterations were made in the wording and phrasing of some 
questions and the final draft of the pilot questionnaire was formulated. 
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4.4 Planned data collection 
Data collection was planned in two geographical locations, Cyprus and the United 
Kingdom. The reason for the choice of these two locations was to see whether there 
were any differences in the experiences of students in these two countries. On the basis 
of my own experiences I believed that there was more performance anxiety awareness 
in the United Kingdom compared to Cyprus. This could potentially result in young 
Cypriot musicians suffering silently without receiving any support from their family or 
teacher. The research study enabled the investigation of whether young musicians in 
these two locations shared similar or different experiences. No research to date has been 
conducted in Cyprus regarding the issue of musical performance anxiety, and so it was 
particularly important to explore how anxiety influenced young Cypriot musicians. 
The most suitable places for recruiting students were thought to be junior conservatoires 
and youth orchestras, as such institutions and orchestras usually operate during out of 
school hours. This meant that such students would be particularly interested, more 
devoted to music and more likely to agree to participate in the study. This was indeed 
the case. In addition, in Cyprus, students are not able to take lessons given by peripatetic 
instrumental teachers at school, which means that any student interested in learning a 
musical instrument has to attend a junior conservatoire. These operate after school on 
weekdays and on Saturdays. The youth orchestras approached in both countries 
operated on Saturdays. The selection of junior conservatoires and youth orchestras 
operating under similar conditions in Cyprus and in the United Kingdom ensured 
uniformity of the data and therefore enabled comparisons between the students in the 
two geographical locations. Directors of a number of junior conservatoires and youth 
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orchestras were contacted in both countries. After obtaining permission to conduct the 
study, suitable dates for data collection were agreed. 
Ethical considerations were taken into account and are more thoroughly discussed in the 
next chapter (see section 5.4.4). 
4.5 Summary 
This chapter advocated the adoption of quantitative and qualitative methodologies as 
complementary approaches for the research. A summary of studies using quantitative 
and / or qualitative research methodologies within musical performance anxiety 
research was provided in order to validate the use of these methods in the context of the 
present research study. Data were collected using a self-report questionnaire designed to 
explore a number of learning and performance issues, and yielded both quantitative 
(Likert-type scale items) and qualitative data (open-ended questions). This was followed 
by a description of the criteria for data collection and sample selection. 
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Chapter 5 
Actualising the research 
5.1 Introduction 
This chapter explains how the research study was actualised, and the steps taken to 
accomplish this. It describes the process of developing and refining the research 
instrument, outlines the nature of the pilot study and discusses preliminary data. The 
outcome of the pilot study and subsequent refinements / changes to the questionnaire on 
the basis of the pilot study findings are reported. The main data collection in terms of 
the research instrument, sample, procedures followed and ethical considerations is 
described and the nature of the analysis of the quantitative and qualitative data is 
explained. 
5.2 Development of the research instrument 
The questionnaire was developed for the specific purposes of this study. Questionnaire 
items consisted of a series of statements to which the young musicians were asked to 
indicate their degree of agreement or frequency of exposure to, in addition to a number 
of open-ended questions. The items included in the questionnaire were decided upon 
after extensive reading of the musical performance anxiety literature and other related 
fields such as educational psychology, test anxiety and social anxiety. Following the 
pilot study, some refinements, alterations and additions to the questionnaire were made. 
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Open-ended questions were devised in their final form in preparation for the main data 
collection. 
5.3. The pilot study 
A pilot study is a small-scale replica and a rehearsal of the main study (Sarantakos, 
1998). Its main aim is to identify potential administrative and organisational problems 
related to the design of the study and the respondents before the main data collection. 
The rationale behind the pilot study presented here was to familiarise the researcher 
with the research environment and the sample and to test the responses of the 
participants to the questionnaire developed for the purposes of the study. 
The questionnaire was not developed to have psychometric properties. Its purpose was 
to capture and encapsulate the experiences of adolescent musicians with respect to 
performance anxiety and try to identify some of the parameters that influenced those 
experiences, whether positive or negative. The instrument was therefore intended to 
help summarise the profile of the adolescent musician in the aforementioned terms and 
inform the direction of subsequent research. 
The pilot study took place in a junior conservatoire which has an international 
reputation in educating musical performers, both at junior and university level. The 
institution has a multicultural nature and welcomes students from a wide diversity of 
ethnic and social backgrounds. 
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5.3.1 Description of the pilot questionnaire 
The questionnaire used in the pilot study can be seen in Appendix Al. It consisted of 
four sections (A, B, C, and D) and a cover page. The cover page of the questionnaire 
included a brief description of the project, along with the researcher's contact details in 
case the students had queries or wished to learn about the findings. Participants were 
assured of confidentiality. 
Section A included questions regarding the individual's background, such as name, age, 
gender, years of playing instrument, usual amount of practice, frequency of performing 
in public and, finally, whether other members of the student's family engaged in 
musical activities. It was made clear to the students that their names would not be used 
in the report of the study and that providing their name was completely optional. For an 
account of the literature upon which the statements included in section A of the 
questionnaire were based, see Appendix A2. 
Section B included a number of statements, where the students were asked to indicate 
their degree of agreement to a five-point Likert-type scale (from strongly agree to 
strongly disagree). The statements explored the students' potential sensitivity to 
evaluation in terms of their concern over others' reaction to their performance and / or 
scores in examinations or auditions; their beliefs regarding anxiety's purpose and effects 
on performance quality and on musical career; their views on the role of practice and 
talent; the influence of significant others such as their parents and teacher, focusing on 
the feedback they received from their family regarding their performances (supportive 
versus critical), the perceived expectations that their family had of them and the 
feedback that they perceived to receive from their teacher concerning their ability. 
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Additionally, whether these students received pressure to continue musical tuition or 
whether receiving instrumental lessons was a conscious decision by them was 
investigated; and, finally, their musical identity as expressed through their vocational 
ambitions concerning a future musical career. For an account of the literature upon 
which the statements included in section B of the questionnaire were based, see 
Appendix A2. 
Section C also included a number of statements where students were asked to circle the 
appropriate number according to a five-point Likert-type scale, but on this occasion the 
scale measured the frequency of experience of particular events / situations (from 
always to never). The statements focused on the students' perception of their self- 
efficacy and self-confidence; their experience of musical performance anxiety and the 
degree of frequency of experience of behavioural, cognitive and physiological 
symptoms of performance anxiety. The main themes of the statements included in this 
part of the questionnaire were apprehension before performance, maladaptive 
cognitions, extensive worry over forthcoming performances and physiological arousal. 
Finally, the students' beliefs concerning their practice adequacy were explored. For an 
account of the literature upon which the statements included in section C of the 
questionnaire were based, see Appendix A2. 
Section D included open questions that required the students to elaborate or comment 
on their responses. Issues included the performer's anxiety levels in relation to different 
performance contexts, their self-concept in relation to their musical ability, 
perfectionistic views regarding performance quality, feelings experienced when playing 
under various performance conditions, attributions of success and failure and future 
111 
plans in relation to studying music at higher education level. For an account of the 
literature upon which the statements included in section D of the questionnaire were 
based, see Appendix A2. 
5.3.2 Ethical approval and the procedure followed 
Ethical approval for conducting the pilot study was obtained by contacting the junior 
conservatoire director and obtaining permission. The study was carried out in full 
agreement with the director and the individual music teachers whose students 
participated. It was made clear to the students that participation was voluntary. The 
students themselves were informed of the nature of the study both verbally and in 
written form. Students were free to ask any additional questions to clarify any concerns. 
Prior to distributing the questionnaire, the instrument was tested with a small number of 
individuals aged 12 to 19, this being the age range of the participants of the main study. 
Three individuals - two girls and a boy - were asked to complete the questionnaire and 
inform the researcher of any ambiguities or things they did not understand. After their 
comments, some minor alterations were made in the wording and phrasing of some 
questions. 
The questionnaires were completed by the students of the junior conservatoire either on 
the day of the visit or returned after a maximum of two weeks. The quantitative data 
from the questionnaire were analysed using the SPSS 11.5 software package. 
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5.3.3 The sample 
The data obtained from the pilot study included 72 completed questionnaires. The 
sample consisted of 25 male and 47 female students of a junior conservatoire, which 
operated every Saturday. The junior conservatoire setting was chosen for the study 
because such institutions are usually attended by young musicians who have a special 
interest in their musical training and who value music enough to sacrifice their free time 
to attend the conservatoire during out of school hours. Additionally, such institutions 
provide specialist performance education and there is highly competitive entry, as 
students are accepted via audition. High standards of performance are a major aim of 
such institutions, as they intend to prepare their students for entry to conservatoires or 
universities to study music at an advanced level. As the aim of the study was to examine 
the experience of performance anxiety of skilled adolescent musicians, the junior 
conservatoire provided the ideal setting for this purpose. 
5.3.4 Pilot data analysis 
5.3.4.1 Descriptive statistics 
The age range of the sample was 12 to 18 years. 24% of the students were 12 to 14 
years old, 42% were 15 to 16 years old and 34% were 17 to 18 years old. 46% of the 
participants reported playing a string instrument, 18% a keyboard instrument, 14% a 
woodwind instrument and 11% a brass instrument as a first study instrument. The 
remaining 11% of students was spread across other instruments such as percussion, 
harp, guitar, and voice. 
51.4% of the participants reported that their father, mother or both played a musical 
instrument or sang. When asked whether any of their siblings played a musical 
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instrument or sang, only 23.6% reported that none of their brothers or sisters played a 
musical instrument. These percentages showed that most of the students had come from 
families where music was highly appreciated and valued. 
5.3.4.2 Factor analysis 
Factor Analysis using the Principal Components method was conducted on the pilot 
study data, in order to detect the underlying conceptual structure of the questionnaire, as 
evidenced through the students' responses. The aim was to use the interpretation of the 
extracted components to construct the final version of the questionnaire, which was 
used in the main data collection. The nature of the inquiry at this stage of the research, 
which was to refine and potentially reduce the number of variables to be included in a 
subsequent version of the questionnaire, called for an exploratory technique such as 
principal components factor analysis. The advantage of this method was that 
questionnaire items that did not contribute strongly to any of the extracted components 
could be removed from the final version of the questionnaire. Additionally, areas that 
were not given sufficient attention in the pilot questionnaire emerging through the 
principal components factor analysis could be emphasised in the final version. 
Combining questionnaire items into variables for factor analysis 
Before conducting the principal components analysis, the questionnaire items were 
subjected to transformation in SPSS. As most topics were explored with a number of 
questionnaire items, the related questionnaire items were combined into eighteen new 
`themed' variables. Having a smaller number of variables in the principal components 
analysis made the data more suitable for this kind of analysis. One such example is the 
variable labelled `Experience of physiological symptoms of anxiety'. This variable was 
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created by combining the questionnaire items that touched upon the frequency of 
experiencing various performance anxiety symptoms. These were `During recitals I get 
so nervous that I have a mental block', `During recitals my heart beats very fast', 
`During recitals my hands are cold' and `During recitals my hands sweat'. 
Where negatively worded items were present, items were reversed, to ensure that all 
questionnaire items combined under a new variable shared the same direction of 
response in relation to their coded values. 
Tests for assessing the suitability of data for factor analysis 
Before conducting a principal components analysis, it was important to assess the 
suitability of the data for such analysis. The most important issues to consider were the 
sample size and the strength of intercorrelations among the questionnaire items (Pallant, 
2001). 
The pilot study generated 72 completed questionnaires, with 18 variables included in 
the principal components analysis. The sample size was therefore considered to be 
relatively small (see section 9.2 for details regarding sample size requirements for factor 
analysis). However, this was an exploratory study to help the researcher refine the 
questionnaire by detecting structures in the relationship between the variables and thus 
to develop a shorter, more efficient measure. 
Tests concerning the strength of intercorrelations among items showed that principal 
components factor analysis was appropriate. An inspection of the correlation matrix for 
the data evidenced a number of correlation coefficients to be .3 and above. Moreover, 
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Bartlett's Test of Sphericity was significant (p < . 0001) and the 
Kaiser-Meyer-Olkin 
(KMO) Measure of Sampling Adequacy value was . 696 (see section 
9.2 for details 
regarding assessment of suitability of data for factor analysis). 
The extracted components 
The analysis procedure consisted of two steps. Firstly, the suitability of data was 
assessed, as described above, and the unrotated solution observed. The next step was to 
decide how many components would be extracted. According to Kaiser's criterion, the 
components of interest are those with an eigenvalue of 1 or above. The analysis 
revealed the presence of six components with eigenvalues above 1, explaining 23.2%, 
10.8%, 8.9%, 7.7%, 7.4% and 6.0% of the variance respectively (see Appendix Bi). 
Overall, the six components explained 64% of the variance (see Appendix B! ). 
However, this solution was very difficult to interpret (see Appendix B 1, unrotated 
component matrix). An inspection of the screeplot evidenced a break after the fifth 
component, so it was decided that five components would be retained for further 
analysis (see Appendix B I). 
The next step was to rotate the solution to aid interpretation. The Varimax rotation 
method was used, as it is an orthogonal rotation method which assumes independency 
of components by not allowing them to be correlated. This method minimizes the 
number of variables which have high loadings on any one given component. Five 
components were requested in the rotated solution, which resulted in an interpretable 
solution. The five-component solution is presented in table 5.11 below: 
1 Please note that in the rotated solution table loadings under .3 have been suppressed 
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Component 
Negative 
attitudes to 
Vulnerability playing a 
to high levels Achievement Low musical Mastery 
of anxiety motivation attainment instrument learnin 
1 2 3 4 5 
Positive experiences in -. 826 
performances 
Experience of . 795 
physiological 
symptoms of anxiety 
Evidence of pre- . 730 
evaluation anxiety 
Negative outcome . 673 . 
454 
expectancies 
Negative perception of . 666 -. 
423 
anxiety 
Poor self-concept as . 535 . 
421 
musician 
Concern about others' . 438 -. 
368 
judgement 
Important to get top . 389 -. 
331 -. 363 
marks (Perfectionism) 
Highlight importance of . 744 talent (Entity theory of 
ability) 
Concern about others' . 653 
responses to playing 
Highlight importance of . 613 
practice (Incremental 
theory of ability) 
Low self-efficacy . 820 
beliefs 
Insufficient practice . 634 
Development of -. 647 
musical identity 
Perception of high . 429 -. 
561 . 355 
expectations from 
teacher 
Perception of . 732 
unsupportive parents 
with high expectations 
Perception of being . 502 
under pressure to 
continue with music 
lessons 
Believe anxiety can be . 827 
overcome 
Table 5.1: Five-component solution after Varimax rotation 
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Table 5.1 shows that the first extracted component accounted for the largest amount of 
variance (19.7%) and consisted of variables that might characterise individuals who 
appear to be prone to experiencing high performance anxiety. It was therefore labelled 
as `vulnerability to high levels of anxiety'. Variables included were negative 
experiences in performance, experience of physiological symptoms of anxiety, and 
evidence of pre-evaluation anxiety. Additionally, negative outcome expectancies, 
negative perception of anxiety and poor self-concept had the largest weightings in 
component 1. The second component accounted for much less variance (10.2%) and 
was interpreted as `achievement motivation'. The variables included in this component 
evidenced a tendency to highly value and be motivated by achievement. These 
tendencies were evidenced by statements through which students highlighted the 
importance of talent and practice and their concern regarding how others responded to 
performance. High expectations from the instrumental teacher also appeared to 
contribute to achievement motivation. The third component accounted for 9.9% of the 
variance and centred on poor self-efficacy, reported insufficient practice, low teacher- 
expectations and poor self-concept as a musician. Individuals with high scores on this 
factor may be the most likely to drop-out due to low attainment and interest. The label 
attached to this factor was `low attainment'. The fourth component accounted for 9.5% 
of the variance and focused on the issue of unsupportive parents. This was related to a 
lack of the development of a musical identity, perception of being under pressure to 
continue with music lessons, negative outcome expectancies, and a lack of 
preoccupation with obtaining high marks in examinations or auditions. These variables 
seemed to relate to a lack of intrinsic enjoyment of playing a musical instrument but 
compliance with family wishes to do so. A suitable interpretation of this component was 
therefore thought to be `negative attitudes to playing a musical instrument'. Students in 
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this category would also be expected to have high probability of dropping-out. The fifth 
and final component accounted for 8.6% of the variance and included variables that 
indicated a more positive approach to learning. Weightings were high on variables 
indicating that anxiety could be overcome with effort, no negative perception of anxiety, 
lack of concern about others' judgement, no preoccupation with marks and perception 
of high expectations from teacher. These variables seemed to indicate intrinsic 
motivation to play a musical instrument with a mastery learning approach. This 
component was interpreted as `mastery learning'. These labels for the five components 
were tentative, as the nature of the pilot study was exploratory and the sample size was 
small. 
5.3.4.3 Construction of the Adolescent Musicians' Performance Anxiety Scale 
(AMPAS) 
The first component emerging from the principal components analysis accounted for 
19.7 percent of the variance in the responses of the students. After observing the 
variables within this component (see table 5.1), it was decided that it would be labelled 
as `vulnerability to experiencing high levels of anxiety'. Eight variables were included 
in this component. As each of these variables represented issues relating to the 
experience of musical performance anxiety, a further investigation of this component 
was conducted. This explored whether the variables in component 1 were suitable to be 
used as a scale that would measure students' vulnerability to performance anxiety based 
on how they responded to the statements included. This first component was crucial to 
the study as it would be used to differentiate between low, moderately and highly 
anxious students in the main study. 
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The first step was to conduct principal components analysis using only the items in 
component 1, in order to check whether a unifactorial design would emerge, and to 
check for the presence of ambiguous variables. The factor analysis revealed two 
components, explaining 59 percent of the variance (see Appendix B2). After observing 
the scree plot (see Appendix B2), it was verified that a unifactorial solution was the 
most appropriate. All of the variables were present in the first component, which 
accounted for 45.7% of the variance. The second component consisted only of two 
variables, which were also present in component 1, and only accounted for 13.5% of the 
variance (see Appendix B2). These two variables ('important to get top marks' and 
`poor self-concept as a musician') were judged to be ambiguous variables that could 
possibly complicate the functionality of the scale. For this reason, it was decided to 
remove them. When a further principal components analysis was conducted omitting 
these items, the Kaiser-Meyer-Olkin (KMO) Measure of Sampling Adequacy was . 842 
and Bartlett's Test of Sphericity was signifigant (p < . 0001), indicating the 
appropriateness of the data for principal components analysis (see Appendix B2). The 
repetition of the principal components analysis with the six remaining variables yielded 
a one-component solution, which was appropriate for the purposes of the development 
of a scale (see Appendix B2). This component accounted for 54.4% of the variance (see 
Appendix B2). The `themed' variables forming the AMPAS scale for the measurement 
of vulnerability to high levels of anxiety are presented in table 5.2 below: 
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Component 
Vulnerability to 
high levels of 
anxie 
I 
Positive experiences -. 826 
in performances 
Experience of anxiety . 795 
symptoms 
Pre-performance and . 730 
pre-evaluation anxiety 
Negative outcome . 673 
expectancies 
Negative views on . 666 
anxiety 
Concern about . 438 
others' judgement 
Table 5.2: Variables included in the AMPAS 
The next step was to check if all the items included in this component measured the 
same construct. For this reason, item analysis using Cronbach's alpha coefficient was 
conducted. Cronbach's alpha coefficient measures the internal consistency of a scale 
and shows the extent to which individuals respond in a consistent manner to the items 
that make up the scale. If all participants respond to all of the items in the scale in a 
consistent way, then the alpha coefficient produced by the measure on internal 
consistency (Cronbach's alpha) would equal 1.00. The greater the variability in their 
responses, the closer the alpha will be to 0.00. Item analysis also allows examination of 
the way in which each item correlates with the scale overall. This gives an indication of 
the relative contributions of each item to the overall score on the scale and allows those 
items which contribute only a little (i. e. those with a small correlation with the scale 
total) to be removed. It should be noted that items that have very high correlations with 
the scale total may also be removed since these items indicate that most people are 
responding in the same way and therefore the item is in effect redundant. 
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According to the literature, the Cronbach alpha coefficient should be above .7 (Pallant, 
2001). However, as the Cronbach alpha coefficient is very sensitive to the number of 
items forming the scale, in scales with less than ten items, it is common to find lower 
values (such as . 5) (Pallant, 2001). In order to check the correctness of the 
decision to 
remove the two variables `important to get top marks' and `poor self-concept as a 
musician', reliability analysis was conducted on all eight variables. Cronbach's alpha 
was . 80 (see Appendix B2, reliability analysis-8 variables). 
However, observing the 
table with the item-total statistics, it was observed that removing the variable `important 
to get top marks' led to an alpha of . 82 (see Appendix 
B2, reliability analysis-8 
variables). This variable was removed and the reliability analysis was conducted again, 
with seven variables. It was observed that if the variable `poor self-concept' was 
removed, the reliability would stay at the same value (see Appendix B2, reliability 
analysis-7 variables). It was concluded that this variable did not contribute to the scale, 
and so it was removed. 
Cronbach's alpha coefficient for the remaining six variables was found to be . 82 (see 
Appendix B2). The correlations of each of the variables with the scale overall ranged 
from . 45 to . 75 (see Appendix B2, reliability analysis-6 variables). These values were 
neither too low nor too high; therefore, it was not necessary to remove any other items. 
20 items fell under these six `themed' variables. The full list of items included in the 
AMPAS can be seen in table 5.4. The alpha coefficient for the 20 items forming the 
AMPAS was. 90. 
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5.3.4.4 Qualitative data 
Qualitative data derived from section D of the pilot questionnaire were also analysed. 
The main focus with respect to the qualitative data was to see which questions yielded 
useful information. In the light of the student responses, some questions were judged 
not to support the aims of the study and it was decided that these would be removed. 
Other open-ended questions were added, which dealt with issues that had not been 
covered in the pilot questionnaire and were considered to be important. 
5.3.5 Outcome of pilot study and revision of questionnaire for the main 
study 
In the pilot study no major problems were encountered in completing the questionnaire. 
Data derived from the pilot were analysed and used to design the enhanced version of 
the questionnaire, which was used in the main data collection. 
The five extracted components from the principal components factor analysis were used 
as a template for the areas of focus in the final version of the questionnaire. The 
Adolescent Musicians' Performance Anxiety Scale (AMPAS) was designed and piloted 
on adolescent musicians, which ensured that the items in the scale dealt with 
performance anxiety issues as experienced by this particular population. 
Some areas that had not been addressed were also identified after the completion of the 
pilot study. These were situational conditions in performance. For this reason, items 
dealing with the effect of audience presence, the effect of the performance environment 
and the effect of self-exposure level on anxiety levels were added. The background 
information requested in section A of the questionnaire was enriched with more 
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questions, which dealt with examinations and feedback, issues not explored in the pilot 
study. 
The pilot indicated that some revisions in section D of the questionnaire were necessary. 
Some questions were thought to be outside of the main focus of the study. Questions 
asking participants to state their musical strengths and areas that needed development 
were removed. In addition, questions where students were asked to indicate feelings 
they experienced most frequently when practising and performing were removed 
because they did not produce valuable information. Two new open-ended questions 
were added, which dealt more directly with performance anxiety. In the first, students 
were asked to rate how anxious they thought they were as performers and explain their 
answer. In the second, students were asked to state any strategies they used to cope with 
performance anxiety and perform better. 
5.4 The main study 
5.4.1 Description of final version of the questionnaire 
The final version of the questionnaire consisted of four sections, and can be seen in 
Appendix C. A cover page included the aims of the study and reassured the participants 
that all information would be confidential (information regarding their name was 
optional). Section A requested background information about the students, such as 
general personal information, their music education, performance experience, family's 
engagement with music and examinations and feedback. The open-ended questions 
remained in section D, although, in the light of the pilot study, some questions were 
removed and others were added. The open-ended section included questions regarding 
self-concept, perfectionistic tendencies, attributions of success and failure, perceived 
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level of performance anxiety and coping strategies used to deal with performance 
anxiety. 
The major difference between the pilot and the main study questionnaire was that all of 
the items dealing with musical performance anxiety (which formed the AMPAS) were 
included in section C and all other items were placed in section B. This helped in the 
analysis of data and made things clearer, as the performance anxiety scale items were 
together, and items thought to possibly influence anxiety levels (such as effort, 
motivation, self-perceptions, beliefs on ability, influence of parents and teacher and the 
influence of situational conditions on anxiety) were included in section B. 
In the analysis, because a number of items were used to explore a particular issue, these 
were combined to create a new variable. Where necessary, items were recoded to ensure 
that all items shared the same conceptual direction. Combining items into more 
meaningful variables aided and clarified the analysis procedure. Table 5.3 below 
summarises the items included in section B of the questionnaire. Items subjected to 
recoding are shown and the name of the new variable created through the combination 
of the individual items is provided. 
Entity theory of ability 
1. I believe that people who study music in higher education have a special 
talent. 
2. I think that talent is the most important component of success for a 
performer. 
3. Musical ability (talent) is something that you either have or not, you cannot 
develop it. 
Concern about others' responses to playing 
4. I think that if I do poorly in a performing situation, others will question my 
ability in music. 
5. I prefer to find out how others did in an exam or audition before I announce 
my score. 
6. 1 do not care about what others think about my playing. (RECODED) 
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Incremental theory of ability 
7. 1 believe that with lots of practice, one can accomplish anything. 
8. Even though someone may feel very anxious, I think that lots of practice 
can help them play well in an examination or concert. 
9. Practice cannot help someone who is not talented to play well. (RECODED) 
Perception of critical parents with high expectations 
10. I think that my parents expect a lot from me. 
11. The comments of my family about my performances are critical. 
Perception of supportive and encouraging parents 
12. My parents are always supportive. 
13. My parents encourage me to try to do even better in my next performance. 
Perception of receiving positive feedback from teacher 
14. My teacher expects a lot from me. 
15. I think that my teacher believes that I am talented. 
16. I think that my teacher believes I could go on to be a professional musician. 
17. My teacher often tells me that I do not practice or try hard enough. 
(RECODED) 
Perception of being under pressure to continue with music lessons 
18. I am worried about how my parents would react if I decided to stop going to 
music lessons. 
19. I am worried about how my teacher would react If I decided to stop going to 
music lessons. 
20. I know that if decided to stop going to music lessons I would have the full 
support of my family. (RECODED) 
Development of musical Identity 
21. My dream is to become a professional performer. 
22. My dream is to become a music teacher. 
23. I plan to study music at university. 
24. I do not wish to become a professional musician / music teacher. 
(RECODED) 
Negative perception of anxiety 
25. Anxious performers should not follow a professional career in music. 
26. Anxiety can destroy the career of a musician. 
27. Anxiety should not stop musicians who wish to pursue a professional 
career. (RECODED) 
28. I believe that there are ways to help anxious performers. (RECODED) 
Positive self-concept In music 
29. I think that I am capable enough to follow music at a professional level if I 
want. 
30. When I compare myself with other young performers I think that I am very 
good. 
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31. When I hear young talented performers play I am sad because I know I am 
not as good as them. (RECODED) 
Perfectionism 
32. I am sad if I do not get a good result in an exam / audition 
33. When it comes to exams, as long as I feel I did my best, I do not care about 
the result. (RECODED) 
34. 1 think there is more to music than marks or grades in exams. (RECODED) 
Effort In ractice 
35. I think I should practice harder. (RECODED) 
36. I usually practice very hard. 
37. I am usually concentrated when I practice. 
38. I find practising very boring. (RECODED) 
Low self-efficacy In music 
39. I avoid working on pieces of music that look or sound difficult. 
40. When I am practising to learn a new piece of music, I soon give up if I am 
not successful straight away. 
41. I like learning difficult pieces -I know that when I try hard I can play them 
well. (RECODED) 
Intrinsic motivation to learn a musical Instrument 
42. I started taking instrumental lessons after my own decision. 
43. I was forced to take up music lessons. (RECODED) 
44. I enjoy learning to play a musical instrument and I want to be good at it. 
45. I wish I could stop music lessons -I do not really enjoy them. (RECODED) 
Experience of heightened anxiety In the presence of an audience 
46. I am more nervous when I know someone is listening to me playing. 
47. When more people that I know are present in a recital (friends, family), the 
more anxious I get. 
48. I like having an audience at my recitals - it motivates me to do 
well. (RECODED) 
Sensitivity to degree of self-exposure 
49. Solo performances are scarier than group performances. 
50. Solo and group performances make me nervous to the same extent. 
(RECODED) 
51. I tend to avoid solo performances as much as I can. 
Effect of performance environment quality on anxiety levels 
52. I am more anxious when I perform in a place that I have never played 
before. 
53. I find that when I do not feel comfortable in the venue where I have to play, I 
am more anxious than usual. 
54. If I am to have an exam / recital in a place I have never seen before, I prefer 
to have a mock performance there beforehand. 
Table 5.3: Combination of the items in section B into new variables 
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Table 5.4 summarises the items included in section C of the questionnaire, which 
comprise the developed musical performance anxiety scale. Items subjected to recoding 
are shown, as well as the general theme to which each item belongs. 
Negative outcome expectancies 
1. Prior to an important performance (exam, audition, concert) I find myself 
thinking: "I can do this. I have studied hard and I am going to do well". 
(RECODED) 
2. Sometimes, before an important performance (exam, audition or concert) I find 
myself thinking: "This is too difficult. I am not going to do well", even though I 
may have worked really hard in preparing for that event. 
Description of negative experiences In performance 
3. I feel confident when I perform in front of other people. (RECODED) 
4. I feel relaxed when I perform in front of other people. (RECODED) 
5. I like recitals because it is an opportunity to show to others the hard work I 
have been doing. (RECODED) 
6. During my recitals I feel great. (RECODED) 
7. I enjoy my recitals because I can share my music with others. (RECODED) 
Evidence of pre-evaluation anxiety 
8. I worry a lot for several days before I take a recital examination in front of a 
jury. 
9. Just before an exam, audition or concert I feel very anxious, worry that things 
will go wrong and wish this was already over. 
10. Just before I get feedback on my performance or expect to hear the results of 
an exam from my teacher, I get anxious and jittery. 
Experience of physiological symptoms of anxiety 
11. During recitals I get so nervous that I have a mental block. 
12. During recitals my heart beats very fast. 
13. During recitals my hands are cold. 
14. During recitals my hands sweat. 
Concern about others' ud ment 
15. Sometimes, especially if I score low in an exam or audition, I do not tell anyone 
exactly what my score was. 
16. Sometimes, especially if I score high in an exam or audition, I do not tell 
anyone exactly what my score was. (RECODED) 
Comment on negative effects of anxiety 
17. I believe that anxiety is not bad for my performance. (RECODED) 
18. I believe that anxiety makes me feel alert and eventually has a positive result 
on my performance. (RECODED) 
19. 1 believe that anxiety is bad for my performance. 
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20. I believe that anxiety makes me forget parts of the music, makes it difficult to 
concentrate on my playing, and eventually has a negative result on my 
performance. 
Table 5.4: Combination of the items in section C into new variables 
5.4.2 The main study sample 
Data for the main study were collected in Cyprus and in the United Kingdom. In 
Cyprus, students from seven junior conservatoires and two youth orchestras participated 
in the study. In the United Kingdom, students from one junior conservatoire and two 
local music service orchestras took part in the study. The total sample consisted of 410 
students, 211 from Cyprus and 199 from the United Kingdom. 
5.4.3 The procedure 
Initial contact with directors of junior conservatoires and youth orchestras in Cyprus 
and the United Kingdom was the first step. After explaining the rationale and aim of the 
research study, they were asked whether they would be willing for their students 
participate in the study. As expected, some accepted, others declined. Suitable dates for 
data collection were agreed with the directors that consented. 
Data were collected in two phases, the first in Cyprus and the second in the United 
Kingdom. The data collection in Cyprus was completed in April 2005, and the data 
collection in the United Kingdom was completed in July 2005. The researcher 
personally visited the participating conservatoires and orchestras and students 
completed the questionnaire in the presence of the researcher. This had the advantage 
that any questions from the students were answered and any misunderstandings clarified 
immediately, although, in some cases, students requested to complete the questionnaire 
at home. The completed version of the questionnaire was returned to the researcher 
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within an agreed time period. These questionnaires were collected either on subsequent 
visits to the conservatoires / orchestras or were sent to the researcher via mail. 
5.4.4 Ethical considerations 
Ethical issues in asking students to participate in the study were considered. During the 
visits to the junior conservatoires and youth orchestras, all students were briefed about 
the rationale and aims of the study, both orally by the researcher and in written form on 
the cover of the questionnaire. They were informed that all answers were confidential 
and any information provided would only be used for the purposes of the study. It was 
made clear that participation was on a voluntary basis and that they had the right to 
withdraw from the study at any time. It was also stated that providing their name was 
optional. 
5.5 Analysis of the main study data 
5.5.1 Quantitative data 
Data from the main data collection were entered into SPSS version 13.0 for analysis. 
First, the coding of negatively worded statements was reversed, to ensure that all 
questions dealing with the same issue were scored in the same direction. Items dealing 
with the same issue in sections B and C of the questionnaire were combined into new 
variables, in order to reduce the number of variables and to conceptually tighten them. 
Descriptive statistics were derived and a number of statistical analyses including 
multiple regression, discriminant analysis, factor analysis, cluster analysis, analysis of 
variance and multivariate analysis of variance were conducted to answer the research 
questions. 
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5.5.2 Qualitative data 
Data derived from the responses to the open-ended questions in section D were 
transcribed and entered into NVivo version 2.0 for analysis. The analysis followed an 
iterative process of categorisation into themes / theories according to the seven-stage 
process developed by Cooper and McIntyre (1993). The seven stages are summarised 
below: 
1. Reading a random sample of scripts 
2. Identifying points of similarity and difference among these transcripts in relation 
to the research questions 
3. Generating theories, on the basis of 2, describing emergent answers to the 
research questions 
4. Testing theories against a new set of transcripts 
5. Testing new theories against transcripts that have already been dealt with 
6. Carrying all existing theories forward to new transcripts 
7. Repeating the above process until all data have been examined and all theories 
tested against all data 
Data were categorised under the appropriate theme and were coded in NVivo. It should 
be noted that the programme does not conduct the qualitative analysis per se, but is 
simply a tool that assists in archiving, organising, coding and retrieving the data. It was 
chosen as it offers the advantage of being able to retrieve data on a particular theme that 
appeared in a number of questionnaires in one document. In this way, particular themes 
that were mentioned by a number of students could easily be identified, compared and 
discussed. 
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5.6 Summary 
In this chapter, the steps taken in actualising the research have been described. The 
procedures adopted for designing the questionnaire, piloting, analysing the pilot data 
and then modifying the research instrument for the purposes of the main data collection 
were explained. The questionnaire used in the main data collection has been described, 
followed by a description of the participating sample, the main data collection 
procedure and ethical considerations. Finally, information has been provided regarding 
how the quantitative and qualitative data were analysed. 
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Chapter 6 
Description of the participants: 
background information 
6.1 Introduction 
Student 
This chapter presents descriptive statistics relating to the students' background, 
providing information regarding the context of the study. The presentation of the 
descriptive statistics is organised into six content-based areas. These are: 
" General personal information (nationality, age and gender) 
" Music education (instrument(s) played, length of exposure to music education 
and expertise level) 
" Practice (frequency and length of practice) 
" Performance experience (number of solo and group performances carried out in 
the past year) 
" Family environment and engagement with music (level of engagement of 
parents and siblings with music) 
" Examinations and feedback (whether instrumental examinations are undertaken, 
type of examination(s) undertaken and received feedback based on examination 
results). 
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6.2 General personal information 
6.2.1 Nationality 
Data were collected in two geographical locations, namely Cyprus and Great Britain. 
Categorisation of the students to either nationality was based upon country of residence 
and subsequently data collection location. Some students may have had a different 
nationality to their country of residence, but as the main research interest was the 
context within which students received their music education and developed as 
musicians, the term `nationality' was used to denote the data collection location. 
The total sample size was 410 participants, and was evenly spread across the two 
nationalities. There were slightly more Cypriot students. They constituted 51.5% of the 
sample (N=21 1). The British students constituted 48.5% of the total sample (N=199). 
6.2.2 Age 
Instrumental musicians in secondary education were the focus of the study, and the ages 
of the students ranged between 12 and 19 years old. As it can be seen in table 6.1, most 
respondents were between 15 to 16 years old. 
Total sample 
Percent 
Cypriot 
students 
(N = 211) 
British 
students 
(N = 199 
12 years old 8.1 7.6 8.7 
13 years old 13.3 18.0 8.2 
14 years old 13.8 10.9 16.9 
15 years old 16.5 16.1 16.9 
16 years old 18.5 19.9 16.9 
17 years old 14.8 13.3 16.5 
18 years old 10.3 8.5 12.3 
19 years old 4.7 5.7 3.6 
Total 100.0 100.0 100.0 
Table 6.1: Descriptive statistics on age 
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The mean age was 15.33, with a standard deviation of 1.94. The symmetry of the 
distribution was almost perfectly normal, with skewness at . 
002 and kurtosis at -. 912'. 
This can be more clearly seen in figure 5.1. 
I 
U c d 
a 
LL 
Mean = 15.33 
Std. Dev. = 1.93842 
N= 406 
Age 
Figure 6.1: Graph showing distribution of age values with normal distribution curve 
6.2.3 Gender 
There was some imbalance in terms of gender, with more females in the sample 
(57.8%), males constituting 42.2%. This gender imbalance was considered to represent 
the slight predominance of females in the participating conservatoires and youth 
orchestras at the time of collecting the data (see table 6.2). 
' Normal distribution has skewness and kurtosis values of 0 
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10.00 12.00 14.00 1600 18 00 2000 
Younger Older 
students students 
Total sample (12-15 years (16-19 years Cypriot British 
Percent old, old, students students 
N=410 N=210 N=196 N=211 N=199 
Male 42.2 37.6 47.4 40.8 43.7 
Female 57.8 62.4 52.6 59.2 56.3 
Total 100.0 100.0 100.0 100.0 100.0 
Table 6.2: Descriptive statistics on gender 
6.3 Music education 
In order to get an idea of each student's instrumental experience and music education, 
they were asked to give information regarding the instrument(s) that they played. 
Additionally, they were asked to note how long they had been playing those instruments 
and their expertise level. 
6.3.1 First study instrument 
Piano / keyboard were by far the most popular instruments that the students studied as 
their main study (39.3%). String instruments (violin, viola, cello, double bass) were 
chosen as main study instruments by about one quarter of the students (26.2%) and 
woodwind instruments (flute, clarinet, oboe, English horn) by 13.1% of the students. 
Guitar was chosen as a main study instrument by 9.2% of students, followed by brass 
instruments (trumpet, trombone, French horn, tuba) at 5.2%. Percussion instruments, 
voice, bouzouki2 and harp were the least popular first study instruments. The most 
popular instrument for females was the piano/keyboard (51.3%), whilst male students 
showed a preference for string instruments (31.8%). Additionally, the piano/keyboard 
was mostly popular with Cypriot students (53.4%). British students seemed to prefer 
string instruments (40.3%). This information can be seen in detail in table 6.3. 
2 Bouzouki is a traditional Greek stringed instrument with a pear-shaped body and a very long neck. It is a 
member of the'long neck lute' family and is similar to an oversized mandolin. 
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Total 
sample 
Percent 
N=410 
Male 
students 
N=172 
Female 
students 
N=236 
Younger 
students 
(12-15 
years old, 
N=210 
Older 
students 
(16-19 
years old, 
N=196 
Cypriot 
students 
(N =21 
British 
students 
N=199 
Piano / keyboard 39.3 23.0 51.3 45.5 33.0 53.4 24.5 
String 26.2 31.8 22.2 23.9 28.4 13.0 40.3 
Woodwind 13.1 14.7 12.0 11.0 15.5 7.7 18.9 
Brass 5.2 8.2 3.0 4.3 6.2 1.4 9.2 
Guitar 9.2 13.5 6.0 11.0 7.2 16.8 1.0 
Percussion 2.5 4.7 .9 2.4 2.6 1.9 3.1 
Voice 2.5 .6 3.8 .5 4.6 
2.9 2.0 
Bouzouki 1.5 2.9 .4 1.4 1.5 2.9 0 Harp 
.5 .6 .4 0 1.0 0 1.0 Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.3: Descriptive statistics on first study instrument 
6.3.2 Years playing first study instrument 
Most of the students in the sample had considerable exposure to music education. The 
majority of students stated that they had been playing between 4-8 years (51.5%). A 
significant percentage (33.7%) also stated that they had been playing for 8 years or 
more. Only 14.8% of the students said that they had been playing for less than 4 years. 
This suggests that the students had considerable exposure to music education and had 
shown perseverance in learning to play a musical instrument. Differences were observed 
between Cypriot and British students in time learning a first study instrument. Overall, 
the British students had been learning their first study instrument for a longer period of 
time (see table 6.4). 
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Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
N=410 N=172 N=236 N=210 N=196 N=211 N=199 
0-2 years 5.9 8.2 4.3 9.0 2.6 11.5 0 
2-4 years 8.9 11.0 7.2 9.0 8.8 12.4 5.1 
4-6 years 26.4 22.8 28.9 32.4 19.6 30.6 21.8 
6-8 years 25.1 21.1 28.1 31.4 18.6 21.5 28.9 
8-10 years 20.7 24.0 18.3 13.8 28.4 15.2 26.4 
10+ years 13.0 12.9 13.2 4.2 22.0 8.6 17.8 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.4: Descriptive statistics on years playing main study instrument 
6.3.3 First study instrument level in Greek exams3 
Students wishing to take instrumental tuition in Cyprus either attend music 
conservatoires (institutions similar to junior conservatoires in the UK) or have a private 
teacher. Lessons are usually taken on weekdays after school, or on Saturdays. Most 
music conservatoires in Cyprus follow either a Greek examination system, a British 
examination system, or offer their students the opportunity to take both. The Greek 
instrumental examination system is quite different to the British system set up by boards 
such as the Associated Board of the Royal Schools of Music or Trinity College. The 
Greek examination system is divided into eight levels. Each level is divided into 
sublevels and in order for a student to get to the highest level, which is the Diploma in 
Performance, they would need approximately 12 to 13 years learning. The levels are 
Proparaskeuastiki (Preparatory), Prokatartiki (Preliminary), Katotera (Elementary), 
Mesi (Intermediate), Anotera (Advanced), Prokrimatikes Ptyxiou (Degree Preliminary), 
Ptychio (Degree), Diploma (Diploma). Usually, students spend between 2 to 3 years in 
each of the levels Elementary, Intermediate and Advanced. The rest of the levels usually 
3 This question was only present in the questionnaire translated in Greek and distributed to the Cypriot 
students. Therefore, any frequencies and percentages presented here are based on the total number of 
Cypriot students (N=211). 
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take between 1 to 2 years, depending on the progress of the student. When a student 
reaches Degree level and passes the relevant examination, they are considered to be 
qualified to teach that instrument by the conservatoire. The examination for the Degree 
is highly demanding. The student prepares a 45-minute performance programme, 
consisting of highly advanced pieces, and the examination is held in a recital venue at 
the conservatoire. In many cases, the recital is open for an audience to attend. The 
examination for the Diploma is even more demanding, as the student has to perform a1 
hour programme under similar conditions. Only a small number of students reach this 
level, not only because it is highly demanding, but also because of the length of time 
needed. By the time they reach this level, students usually have finished school and 
begin their studies at tertiary education level. Many students do not reach the Degree 
level, for similar reasons. It should be noted that the Degree and the Diploma are not 
considered to be equivalent to obtaining a Bachelor Degree in performance, according 
to Cyprus legislation. They are mostly seen as preparation for following performance 
studies at tertiary education level. In terms of performance requirements, the Greek 
examination levels can be compared to the Associated Board of the Royal Schools of 
Music examination levels as set out in table 6.5: 
Greek examination level British examination level equivalent 
Proparaskeuastiki Preparatory 
Prokatartiki Grade 1 
Katotera Grades 2-3 
Mesi Grades 4-5 
Anotera Grade 6 
Prokrimatikes Ptychiou Grade 7 
Ptychio Grade 8 
Diploma Diploma 
Table 6.5: Comparison of Greek examination and British examination levels 
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Table 6.6 below provides details of Greek examination levels for the participating 
Cypriot sample. 
Younger Older 
Cypriot Cypriot 
Cypriot Male Female students students 
students Cypriot Cypriot (12-15 (16-19 
Percent students students years old, years old, 
N=211 N=86 N=125 N=111) N=100 
Proparaskeuastiki .7 0 1.1 1.3 0 
Prokatartiki 8.9 10.9 7.9 14.1 1.8 
Katotera 24.4 28.3 22.5 39.7 3.5 
Mesi 46.0 32.6 52.8 43.6 49.1 
Anotera 9.6 19.6 4.5 0 22.8 
Prokrimatikes 1.5 0 2.2 0 3.5 
Ptyxiou 
Ptychio 6.7 8.6 5.6 0 15.8 
Diploma 2.2 0 3.4 1.3 3.5 
Total 100.0 100.0 100.0 100.0 100.0 
Table 6.6: Descriptive statistics on level in Greek examinations for first study instrument 
As can be -seen, 46% of the students were at Mesi (Intermediate) level. 34 % were at the 
lower levels of Proparaskeuastiki (Preparatory), Prokatartiki (Preliminary) or Katotera 
(Elementary). Students at advanced levels such as Anotera (Advanced), Prokrimatikes 
Ptychiou (Degree Preliminary), Ptychio (Degree) or Diploma (Diploma) constituted 
20% of the Cypriot students. 
6.3.4 First study instrument level in British exams 
`British exams' in the context of this research are graded instrumental examinations 
organised and accredited by British institutions and organisations such as the Associated 
Board of the Royal Schools of Music, Trinity College or the Guildhall School of Music 
and Drama. Table 6.7 shows the Grade level for students' first study instrument. Most 
of the students were at the advanced levels of graded British examinations, as 78% of 
the students were at Grade 6 or above. It should be noted that the row entitled `other' 
refers to a space left blank for students to complete if the grade for which they were 
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studying was not between Grade 1 and Grade 8. It was therefore completed by students 
who were studying for post-Grade 8 levels, such as Diploma, Licentiate or Fellowship. 
A larger percentage of British students were reported to be studying for advanced levels 
(Grades 7- post Grade 8,82.6%). Cypriot students studying for the same advanced 
levels were fewer (37.2%). 
Total 
sample 
Percent 
N=410 
Male 
students 
N=172 
Female 
students 
N=236 
Younger 
students 
(12-15 
years old, 
N=210 
Older 
students 
(16-19 
years old, 
N=196 
Cypriot 
students 
N=211 
British 
students 
(N=199) 
Grade 1 1.0 1.5 .5 2.0 0 2.7 0 
Grade 2 1.0 .8 1.2 
2.0 0 1.8 .5 
Grade 3 3.3 3.0 3.6 5.3 1.4 9.1 0 
Grade 4 4.4 1.5 6.6 7.3 1.4 10.0 1.1 
Grade 5 12.3 14.3 10.8 16.6 8.2 19.0 8.4 
Grade 6 12.0 12.8 11.4 15.2 8.8 20.0 7.4 
Grade 7 17.7 19.5 16.2 16.6 19.0 12.7 20.5 
Grade 8 39.0 38.3 39.5 29.0 48.3 20.9 49.5 
Other 9.3 8.3 10.2 6.0 12.9 3.6 12.6 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.7: Descriptive statistics on level in British examinations for first study instrument 
5.3.5 Second study instrument 
Students were asked to state whether they played a second instrument. Based on the 
total sample (N=410), responses showed that 42.2% of the students did not play a 
second instrument. This percentage is low. When comparing the two nationalities 
separately, it can be seen that 68.9% of the Cypriot students did not play a second 
instrument (31.1% played), whilst only 13.8% of the British students did not play a 
second instrument (86.2% played). The low percentage of students in the total sample 
that studied a second instrument was therefore influenced by the very low percentage of 
Cypriot students that played a second instrument. 
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Taking the sample as a whole, most students chose the piano/keyboard as a second 
instrument (27.9%). Woodwind instruments followed, chosen by 10.4% of the students. 
String instruments were chosen by 7.9% of students, guitar by 5.2% and voice by 3%. 
The rest of the instruments were chosen by a smaller percentage of students (see table 
6.8). 
Total 
sample 
Percent 
(N = 41 
Male 
students 
(N= 17 
Female 
students 
(N = 23 
Younger 
students 
(12-15 
years 
old, 
N= 210 
Older 
students 
(16-19 
years 
old, 
N= 196 
Cypriot 
students 
N=211 
British 
students 
N=199 
None 42.2 42.7 41.9 44.5 40.0 68.9 13.9 
Piano / keyboard 27.9 25.7 29.5 27.8 27.7 7.7 49.5 
String 7.9 7.0 8.5 10.5 5.1 3.8 12.2 
Woodwind 10.4 8.2 12.0 8.0 12.8 5.3 15.8 
Brass 1.5 2.3 .9 .5 2.6 1.0 2.0 
Guitar 5.2 9.4 2.1 2.9 7.7 8.0 2.0 
Percussion 1.7 2.9 .9 2.9 .5 1.0 2.6 
Voice 3.0 1.8 3.8 2.4 3.6 3.8 2.0 
Accordion 
.2 0 .4 .5 0 .5 0 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.8: Descriptive statistics on second study instrument 
When looking at the two nationalities separately, we see different patterns of choice of 
second study instrument. The Cypriot students mostly chose the guitar (8%) and then 
the piano / keyboard (7.7%). Woodwind instruments followed (5.3%), and then string 
instruments and voice (both 3.8%). British students mostly chose the piano / keyboard 
as a second study instrument (49.5%), then woodwind (15.8%) and string instruments 
(12.2%). 
6.3.6 Years playing second study instrument 
Length of time playing a second study instrument varied substantially between the 
students. 21.4% of students had been playing a second study instrument for 2 to 4 years, 
20.9% for less than 1 to 2 years, 19.7% for 6 to 8 years and 17.5% for 4 to 6 years. 
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Additionally, 20.5% said that they had played a second study instrument for more than 
eight years. Cypriot students appeared to have less years of experience with their second 
study instrument (9.2% played for more than six years; the equivalent for British 
students was 52.1%) (see table 6.9 for details). 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
(N = 41 (N= 17 (N = 23 N= 210 N= 196 (N = 21 (N = 19 
0-2 years 20.9 19.5 22.1 27.0 15.4 41.5 13.0 
2-4 years 21.4 25.5 18.4 21.7 21.4 30.8 17.8 
4-6 years 17.5 17.3 17.6 14.8 19.7 18.5 17.1 
6-8 years 19.7 17.3 21.3 21.7 17.9 7.7 24.3 
8-10 years 12.0 11.2 12.5 9.6 14.5 1.5 16.0 
10+ years 8.5 9.2 8.1 5.2 11.1 0 11.8 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.9: Descriptive statistics on years playing second study instrument 
6.3.7 Second study instrument level in Greek exams4 
Of the Cypriot students that took up a second study instrument, 34.5% were at Mesi 
(Intermediate) level, 20.7% at Katotera (Elementary) level and 17.2% were at 
Prokatartiki (Preliminary) level. 10.3% of these students were at Ptychio (Degree) level. 
The other levels had been attained by smaller percentages of Cypriot students. Table 
6.10 gives details of the above. 
4 This question was only present in the questionnaire translated in Greek and distributed to the Cypriot 
students. Therefore, any frequencies and percentages presented here are based on the total number of 
Cypriot students (N=211). 
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Younger Older 
Cypriot Cypriot 
Cypriot Male Female students students 
students Cypriot Cypriot (12-15 (16-19 
Percent students students years old, years old, 
N=211 N=86 N=125 N=111 N=100 
Proparaskeuastiki 6.9 11.1 5.0 11.2 5.0 
Prokatartiki 17.2 11.1 20.0 33.3 10.0 
Katotera 20.7 22.2 20.0 33.3 15.0 
Mesi 34.5 22.2 40.0 22.2 40.0 
Anotera 6.9 22.3 0 0 10.0 
Ptychio 10.3 11.1 10.0 0 15.0 
Diploma 3.5 0 5.0 0 5.0 
Total 100.0 100.0 100.0 100.0 100.0 
Table 6.10: Descriptive statistics on level in Greek examinations for second study instrument 
6.3.8 Second study instrument level in British exams 
Considering the sample as a whole, most of the students were between Grades 5 and 8 
on their second study instrument. However, a comparison of the two nationalities 
revealed that most of the Cypriot students were at lower Grades (Grades 1-5 - 73.3%), 
whilst most of the British students were at more advanced Grades (Grades 6-8 - 73.5%) 
on their second study instrument (see table 6.11). 
Total 
sample 
Percent 
N=410 
Male 
students 
N=172 
Female 
students 
N=236 
Younger 
students 
(12-15 
years old, 
N=210 
Older 
students 
(16-19 
years old, 
N=196 
Cypriot 
students 
N=211 
British 
students 
N=199 
Grade 1 4.3 5.1 3.8 4.0 4.7 20.0 1.3 
Grade 2 3.8 3.8 3.8 3.1 4.7 13.3 1.9 
Grade 3 4.3 3.8 4.7 6.2 2.3 13.3 2.6 
Grade 4 5.4 3.8 6.6 8.2 2.3 0 6.5 
Grade 5 16.2 17.7 15.1 17.5 15.1 26.7 14.2 
Grade 6 18.4 16.5 19.8 19.6 16.3 16.7 18.7 
Grade 7 20.0 24.0 17.0 24.7 15.1 3.3 23.2 
Grade 8 26.5 24.0 28.3 14.4 39.5 6.7 30.3 
Other 1.1 1.3 .9 2.1 0 0 1.3 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.11: Descriptive statistics on level in British examinations for second study instrument 
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6.4 Practice 
6.4.1 Amount of practice in days per week 
Students were asked to state approximately how many days per week they practised 
their instrument(s). They were given four options, and were asked to select one. The 
options were 1 day per week, 2 to 3 days per week, 4 to 5 days per week and 6 to 7 days 
per week. A significant percentage stated that they practiced between 4 to 7 days a week 
(67.5%). Only 5.9% of the students said that they practised 1 day per week. The Cypriot 
students seemed to practise less frequently than the British students. Table 6.12 below 
summarises their responses: 
Younger Older 
students students 
Total (12-15 (16-19 
sample Male Female years years Cypriot British 
Percent students students old, old, students students 
N=410 172) 1 N=236 N=210 N=196 N=211 N=199 
1 day/ week 5.9 7.6 4.7 6.2 5.7 7.6 4.0 
2-3 days / week 26.6 26.5 26.7 21.9 32.0 35.7 16.8 
4-5 days / week 35.7 34.7 36.4 40.0 31.4 39.0 32.1 
6-7 days / week 31.8 31.2 32.2 31.9 30.9 17.7 46.9 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.12: Descriptive statistics on amount of practice in days per week 
6.4.2 Amount of practice in hours of each study session 
In addition to giving information regarding how many days per week students practised, 
they were also asked to say approximately how long each of their study sessions lasted 
(how long they practised per day). Their responses showed that although they practised 
often (table 6.13), they did not practise for very long. Most students practised between 1 
and 2 hours (64.4%). Surprisingly, about one quarter of the students (24.2%) said that 
they only practised for 30 minutes. Only 2.7% practised for more than 3 hours at each 
practice session, which is rather surprising considering the length of time they had been 
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playing and the advanced examination level of the majority of students (see section 6.3). 
Table 6.13 below summarises the student responses: 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
N=410 N=172 N=236 N=210 N=196 N=211 N=199 
30 minutes 24.2 27.6 21.8 28.4 20.0 27.1 21.1 
1 hour 34.9 37.1 33.3 35.1 35.1 36.2 33.5 
1-2 hours 29.5 30.0 29.1 26.9 32.5 26.7 32.5 
2-3 hours 8.7 2.9 12.8 8.2 9.3 9.0 8.2 
3+ hours 2.7 2.4 3.0 1.4 3.1 1.0 4.6 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.13: Descriptive statistics on amount of practice in hours of each practice session 
6.5 Performance experience 
To establish the performance experience of the students, they were asked to state how 
many solo and group performances they had carried out in the past year. This 
information was not considered to represent the overall performance experience of these 
students but was required to give an indication of the recent performance experience of 
the students at the time of completing the questionnaire. 
6.5.1 Number of solo performances in the past year 
In terms of solo performances, the students' responses showed that they did not have 
extensive performance experience. A substantial percentage of students (42.5%) stated 
that in the past year they had carried out between 0 and 2 performances, whilst a smaller 
percentage of students (24.3%) stated that they had completed between 2 and 4 
performances and 14.3% said that they had performed between 4 to 6 times. 12.8% of 
the students said that they had performed solo on more than 8 occasions. Table 6.14 
below summarises their responses: 
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Younger Older 
students students 
Total (12-15 (16-19 
sample Male Female years years Cypriot British 
Percent students students old, old, students students 
N=410 (N=172) N=236 N=210 N=196) N=211 N=199 
0-2 solo performances 42.5 40.1 44.6 43.6 41.6 55.5 29.1 
2-4 solo performances 24.3 27.5 21.6 24.5 24.0 20.1 28.6 
4-6 solo performances 14.3 13.8 14.3 14.7 13.5 12.7 15.8 
6-8 solo performances 6.1 5.4 6.9 6.4 6.3 3.4 9.2 
8+ solo performances 12.8 13.2 12.6 10.8 14.6 8.3 17.3 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.14: Descriptive statistics on number of solo performances in past year 
6.5.2 Number of group performances in the past year 
The responses relating to the number of group performances carried out in the past year 
showed a different picture to the solo performances. Compared to the solo 
performances, a smaller percentage of students stated that they had performed between 
0 and 2 times (23.8%), whilst a larger percentage of students (30.6%) said that they had 
performed as part of a group more than 8 times. It was also observed that younger 
students seemed to have performed less often as part of a group compared to older 
students. Additionally, almost half of the British students (45.4%) said that they had 
performed as part of a group more than 8 times in the past year. In contrast, a large 
number of Cypriot students had only performed between 0 and 2 times (39.2%) or 2 and 
4 times (22.6%) (see table 6.15 for details). 
Younger Older 
students students 
Total (12-15 (16-19 
sample Male Female years years Cypriot British 
Percent students students old, old, students students 
N=410 (N=172) N=236 N=210 N=196 N=211 N=199 
0-2 group performances 23.8 20.6 25.9 31.8 15.5 39.2 8.2 
2-4 group performances 18.7 20.0 18.0 19.7 17.6 22.6 14.8 
4-6 group performances 14.7 15.2 14.5 16.2 13.5 13.6 15.8 
6-8 group performances 12.2 13.3 11.4 12.1 12.5 8.5 15.8 
8+ group performances 30.6 30.9 30.2 20.2 40.9 16.1 45.4 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.15: Descriptive statistics on number of group performances in past year 
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6.6 Family environment and musical involvement 
Students were asked to state whether any members from their close family environment 
(parents and siblings) were engaged with music on a personal level, through playing a 
musical instrument or singing. This information was considered important in order to 
get an indication of the extent to which music was valued within the close family 
environment of these students. 
6.6.1 Musical engagement of parents 
Responses to this question showed that 43.6% of students said that either one or both of 
their parents played a musical instrument or sang. 56.4% said that none of their parents 
played a musical instrument or sang. Whilst 27.6% of the British students stated that 
both their parents were engaged with music, this applied to only 7.2% of the Cypriot 
students (see table 6.16 for details). 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
(N=410) (N=172) N=236 N=210 N=196) N=211 (N=199) 
None of parents 56.4 54.1 58.6 54.8 59.4 67.8 44.4 
Mother 13.9 15.9 11.6 13.9 13.0 9.6 18.4 
Father 12.6 15.3 10.8 15.9 8.8 15.4 9.6 
Both parents 17.1 14.7 19.0 15.4 18.8 7.2 27.6 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.16: Descriptive statistics on level of parents' involvement with music 
6.6.2 Musical engagement of siblings 
In order to get an indication of siblings' involvement with music, students were asked to 
say how many of their brothers/sisters played a musical instrument or sang. When the 
pilot study was conducted, the same question was included in the questionnaire, but 
during the course of the analysis, it was realised that when students responded that none 
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of their siblings played a musical instrument or sang, no information was available as to 
whether these students had no siblings or had siblings that did not engage with music. 
Therefore, in the questionnaire used in the main data collection, a question was added, 
where students stated whether they had siblings or not, to clarify the information 
obtained (see table 6.17 below). According to the information provided, 90% of the 
students had siblings. It was concluded that even if students who did not have siblings 
completed the question on level of siblings' involvement with music and ticked the box 
`none of siblings', they would not exceed 10%. 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
(N = 41 (N= 17 (N = 23 N= 210 N= 196 (N = 21 (N = 19 
Yes, I have siblings 90.0 91.2 89.4 88.5 92.3 92.9 86.9 
No, I do not have siblings 10.0 8.8 10.6 11.5 7.7 7.1 13.1 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.17: Descriptive statistics on whether students have siblings 
A great number of students (65.2%) said that some of their siblings played a musical 
instrument or sang. This might indicate that most of the students in this particular 
sample were brought up in homes where receiving musical education was appreciated 
and valued. This is also reinforced by the fact that, as table 6.16 shows, almost half of 
the students said that one or both of their parents played a musical instrument or sang. 
Table 6.18 provides details of sibling involvement with music. 
149 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
N=410 N=172 N=236 N=210 N=196 N=211 N=199 
None of siblings 34.8 28.5 39.3 38.0 31.0 43.1 26.1 
One sibling 41.7 41.3 41.9 40.5 42.9 39.2 44.2 
Two siblings 15.9 22.7 11.1 13.9 18.4 12.0 20.2 
Three siblings 3.4 3.5 3.4 3.8 3.1 1.4 5.5 
More than three siblings 4.2 4.0 4.3 3.8 4.6 4.3 4.0 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.18: Descriptive statistics on level of siblings' involvement with music 
6.7 Examinations and feedback 
To get an indication of the performance abilities of the students, their results in 
instrumental examinations were requested, as they were considered to be an objective 
measure for comparison. They were first asked to state whether they took instrumental 
examinations at the time of completing the questionnaire, and then they were asked to 
give the specific name of the examinations that they had taken. This enabled the 
comparison of marks and grades across examination boards. They were asked to state 
the mark or grade they gained in the last instrumental examination they took and 
whether the mark they attained in their last examination was typical of their usual mark 
and, if not, indicate a typical mark. 
6.7.1 Music examinations taken 
When asked whether they took instrumental examinations at the time of completing the 
questionnaire, 83.9% of the students reported that they did, whilst 16.1% stated that 
they did not. This shows that the vast majority of participating students took 
instrumental examinations (see table 6.19 for details). 
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Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
N=410 N=172 N=236 N=210 N=196 N=211 N=199 
Yes, I take music exams 83.9 78.0 88.0 87.9 79.8 82.1 85.7 
No, I do not take music exams 16.1 22.0 12.0 12.1 20.2 17.9 14.3 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.19: Descriptive statistics on taking instrumental examinations 
6.7.2 Name of music examinations taken 
In order to ensure that there was an objective way to measure and compare students' 
results in instrumental examinations, they were asked to state what kind of examinations 
they took. The responses given were different for the two nationality groups of students 
(Cypriot and British). Cypriot students stated whether they took Greek or British 
examinations, or whether they took both. The most popular British instrumental 
examinations in Cyprus were the Associated Board of the Royal Schools of Music 
examinations. British students were asked to state what kind of examinations they took, 
and the awarding examination board, such as Associated Board of the Royal Schools of 
Music, Trinity College etc. 
Table 6.20 below shows the responses of the Cypriot students. 47.1% of the students 
said that they took Greek examinations. About one third of the students (32%) only took 
the British examinations. 20.9% of these students stated that they took both Greek and 
British examinations. Female students appeared to prefer Greek examinations (53.6%), 
whilst male students showed a preference towards British exams (46.7%). 
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Younger Older 
Cypriot Cypriot 
Cypriot Male Female students students 
students Cypriot Cypriot (12-15 (16-19 
Percent students students years old, years old, 
N=211 N=86 N=125 N=111) N=100) 
Greek exams 47.1 35.0 53.6 53.7 39.0 
British exams 32.0 46.7 24.1 25.3 40.2 
Both Greek and British exams 20.9 18.3 22.3 21.0 20.8 
Total 100.0 100.0 100.0 100.0 100.0 
Table 6.20: Descriptive statistics on type of music exams undertaken by Cypriot students 
Table 6.21 shows the responses of the British students. Most of the students took the 
Associated Board of the Royal Schools of Music examinations (77.4%). Trinity College 
examinations were chosen by 8.3% of the students, whilst a very small percentage of 
students (1.2%) chose the Guildhall School of Music and Drama examinations5. There 
were also students who took examinations from a variety of exam boards (13.1 %). 
Younger Older 
British Male students students 
students British Female (12-15 (16-19 
Percent students students years old, years old, 
N=199 (N= 8 (N = 11 N= 99 N= 96 
Associated Board of the Royal 77.4 77.5 77.9 78.7 76.6 
Schools of Music 
Trinity College 8.3 5.6 10.5 7.9 9.1 
Guildhall School of Music and Drama 1.2 1.4 1.1 1.1 1.3 
Combination of British exam boards 13.1 15.5 10.5 12.3 13.0 
Total 100.0 100.0 100.0 100.0 100.0 
Table 6.21: Descriptive statistics on name of music exams undertaken by British students 
6.7.3 Outcomes of last examination 
As students took instrumental examinations from a variety of different British and 
Greek examination boards, a method of classification had to be developed that would 
accommodate the different marking schemes of each examination board. In Cyprus, 
most music schools mark students either on a ten-point scale or give letter marks, from 
s Students completed the questionnaire before the amalgamation of Trinity College London and the 
Guildhall School of Music and Drama examinations in music. Trinity Guildhall examinations are to take 
effect in January 2007, with the unification of entry process, combined syllabuses, a single assessment 
procedure and a single certificate. 
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A to E (A is the highest, E is the lowest). Marks 9.5 to 10 correspond to an A, 8 to 9 
correspond to a B, 6.5 to 7.5 correspond to a C, 5 to 6 correspond to aD and any mark 
below 5 corresponds to an E. The pass mark is 6.5 on the mark system and C on the 
letter system. In relation to the British examination marking, an A would correspond to 
Distinction, B to Merit, C to Pass, and D and E to Fail. In cases where British students 
only reported a specific mark (e. g. 100), their result was measured against the individual 
marking scheme of their examination board. For example, a student that got the mark 90 
in their instrumental exam with Trinity College received a Distinction, whilst the same 
mark in the Associated Board of the Royal Schools of Music would be considered as 
Fail. Therefore, the information regarding the name of the examination board was 
crucial in clarifying information and ensuring that students were categorised correctly 
based on the mark they received. All the above considerations were taken into account 
when entering the data from the students' responses to this question. Their responses are 
summarised in table 6.22 below: 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
N=410 N=172 N=236 N=210 N=196 N=211 N=199 
Fail / D-E 1.9 0 3.0 2.4 1.4 3.1 .6 
Pass /C 14.3 19.0 11.6 10.9 18.6 16.0 12.7 
Merit /B 29.9 34.7 27.3 28.7 31.7 27.5 32.3 
Distinction /A 53.9 46.3 58.1 58.0 48.3 53.4 54.4 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.22: Descriptive statistics on result obtained in last examination 
Overall, the students had been very successful in their last instrumental examination.. 
More than half of the students (53.9%) said that they got a Distinction or an A, and 
29.9% said that they got Merit or a B. The students that scored Pass or C were confined 
to 14.3%. Only 1.9% said that they had failed their last instrument examination. Of the 
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students that reported that they had failed, none were male, whilst 3% were female. 
3.1% were Cypriots, whilst only . 6% of the students that failed were 
British. 
6.7.4 Representativeness of last examination result 
When students were asked whether the result they received in their last examination - 
and which they had reported in the previous question - was representative of their usual 
result, most of them said that it was (75.5%). However, approximately 1 out of 4 
students (24.5%) said that the result was not representative of their usual performance. 
Table 6.23 summarises the responses: 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
N=410 N=172 N=236 N=210 N=196 N=211 N=199 
Yes, mark represents 75.5 73.3 76.5 77.3 72.9 75.3 75.6 
usual result 
No. mark does not 24.5 26.7 23.5 22.7 27.1 24.7 24.4 
represent usual result 
Total 100.0 100.0 100.0 100.0 100.0 100.0 100.0 
Table 6.23: Descriptive statistics on representativeness of last examination result 
6.7.5 Usual examination result 
In order to ensure the reliability of the self-reported accomplishment of students (as 
assessed by their previous examination) and to further investigate the claims of students 
who potentially said that the result of their last performance was not representative of 
their usual result, students were asked to state their usual mark / grade in instrumental 
examinations. Comparing the responses in table 6.22 with table 6.24 below, we see that 
the percentage of students that achieve Distinction or A increased by 4.7% to 58.6%. 
Similarly, the percentage of students achieving Merit or B increased by 3.6% to 33.5%. 
Students in the lower rankings seemed to decrease. The percentage of students who 
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usually got a Pass or C was reduced by 6.7% and now accounted for 7.6% of the 
students. Finally, students who received Fail or D-E were reduced by 1.6% and were 
now confined to . 3% of the students. 
This equalled one student. In general, the most 
significant observation was that when students were asked to state their usual 
instrumental examination mark, the percentage of students receiving high marks 
increased, while those receiving low marks decreased. 
Younger Older 
Total students students 
sample Male Female (12-15 (16-19 Cypriot British 
Percent students students years old, years old, students students 
N=410 N=172 N=236 N=210 N=196 N=211 N=199 
Fail / D-E 
.3 
0 .5 .6 
0 .6 0 
Pass /C 7.6 9.2 6.8 7.5 7.9 9.9 5.2 
Merit /B 33.5 42.0 28.5 27.9 40.7 30.5 36.6 
Distinction/A 58.6 48.8 64.2 64.0 51.4 59.0 58.2 
Total 100.0 100 100 100 100 100 100 
Table 6.24: Descriptive statistics on students' usual examination result 
In subsequent analyses, when including students' examination marks, their last 
examination mark was used as opposed to their usual examination result, unless 
otherwise stated. It was considered that this was most representative of their recent 
achievement. 
6.8 Summary 
Personal information regarding nationality, age and gender showed that the sample was 
relatively homogenous. Information regarding music education revealed that the most 
popular instruments were piano / keyboard and string instruments. Piano / keyboard was 
most popular with female and Cypriot students, whilst string instruments were popular 
with male and British students. Most students had been playing their first study 
instrument for 4 to 8 years, which shows that they had substantial exposure to music 
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education. British students had been learning longer compared to Cypriot students. 
There was some difference between Cypriot and British students in terms of expertise, 
as revealed by examination levels. A larger percentage of British students were at 
advanced levels compared to Cypriot students in both first and second study 
instruments. Data on amount of practice showed that overall these students practised 
frequently, and that their practice sessions usually lasted between 1 to 2 hours. In terms 
of performance experience, responses showed that most of the students did not perform 
very frequently as soloists, but did so as part of a group. Data regarding the students' 
close family environment showed that most were brought up in homes where music was 
appreciated and valued, as about half of the students said that at least one of their 
parents played a musical instrument or sang and approximately two thirds of the 
students said that their sibling(s) played a musical instrument or sang. Finally, data 
regarding examinations and feedback showed that the vast majority took instrumental 
examinations and did very well overall in their instrumental exams. Chapter 7 sets out 
to explore the influence of susceptibility to performance anxiety, task efficacy and 
environment on students' reported performance anxiety levels and performance 
outcomes. 
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Chapter 7 
Susceptibility to performance anxiety, task 
efficacy and performance environment: The 
performer perspective 
3' 
ýý 
r 
7.1 Introduction 
This chapter considers research question 1 (Do personal characteristics such as 
nationality, gender and age influence adolescent musicians' performance anxiety levels, 
susceptibility to performance anxiety and / or their attitudes and behaviour? ) and 
research question 2 (Do susceptibility to experiencing performance anxiety, task 
efficacy and environmental context relate to and / or influence performance anxiety 
intensity and performance outcomes? ). The chapter begins by concentrating on pre- 
performance conditions, specifically, the three initial conditions that influence a 
performer's cognitive evaluation of a performing event, as illustrated in the conceptual 
framework presented in chapter 3. In the model, it was argued that the way in which a 
performer evaluates a performing event is influenced by the interplay between their 
susceptibility to experiencing performance anxiety, their task efficacy and the 
characteristics of the performing environment in which they find themselves 
Descriptive statistics for the three aforementioned initial conditions are provided, as 
well as qualitative data from students' responses to open ended questions. The aim of 
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this chapter is to explore the influences of these three conditions as seen from the 
perspective of individual performers (research question 2). Open ended questions offer 
the advantage that students' responses are free from any preconceptions deriving from 
providing them with a pre-selected range of responses. Additionally, the effect of 
nationality, gender and age on students' performance anxiety levels (research question 
1) is also investigated using analysis of variance (ANOVA). 
7.2 Susceptibility to anxiety and anxiety measurement 
7.2.1 Susceptibility to experiencing performance anxiety 
7.2.1.1 Positive self-concept in music 
The variable `positive self-concept in music' was designed to capture how the young 
musicians viewed themselves. It was created by combining items I think that I am 
capable of following music at a professional level if I want, When I compare myself with 
other young performers I think that I am very good and When I hear young talented 
performers play I am sad because I know I am not as good as them (R)'. A higher 
degree of agreement (and thus higher values) represented a more positive self-concept. 
The measurement of self-concept showed that the young musicians had moderately 
positive self-concepts overall. Most believed that they were capable of following music 
professionally (65.5%). In comparing themselves to other young musicians, there was a 
considerable degree of uncertainty (47.8%), and the remaining sample divided between 
agreement (26.8%) and disagreement (25.4%). Many students indicated that they did 
1 (R) denotes that this item was recoded (scores were reversed) when combined with the other items to 
ensure all items shared the same conceptual direction, for the purposes of further analysis. 
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not feel inferior to talented young musicians (48%), although there were a number of 
students who seemed to be undecided (21.6%) (see table 7.1 for details) 
2. 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
I think that l am 24.9% 40.6% 24.7% 7.1% 2.7% 3.78 . 99 
capable of 
following music 
at professional 
level if I want 
When I compare 5.4% 21.4% 47.8% 16.5% 8.9% 2.98 . 98 
myself to other 
musicians I think 
I am very good 
When I hear 6.6% 23.8% 21.6% 27.9% 20.1% 2.69 1.22 
young talented 
performers play 
lam sad 
because lam 
not as good as 
them R 
Table 7.1: Descriptive statistics on `positive self-concept in music' items 
Correlations between the individual items were explored. Correlations were statistically 
significant, but not very high. This shows that each item was elucidating a different 
aspect of the theme. Correlations are shown in table 7.2: 
I think that I When I hear young 
am capable to When I compare talented performers play 
follow music at myself to other I am sad when I listen to 
professional musicians I think I talented because I am 
level if I want am very good not as good as them 
I think that I am capable of following music at 
professional level if I want 1 . 397(") -. 
106(*) 
When I compare myself to other musicians I think 
am very good . 397(") 
1 -. 189("') 
When I hear young talented performers play I am 
_ 06(') -. 189("") 1 sad because I am not as good as them 
Correlation is significant at the 0.01 level (2-tailed). 
' Correlation is significant at the 0.05 level (2-tailed). 
Table 7.2: Correlations between 'positive self-concept' items 
2 When interpreting mean values, please note that a value of I stands for `strongly disagree' and a value 
of 5 stands for `strongly agree'. 
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7.2.1.2 Perfectionism 
The variable `perfectionism' was created by combining the items 1 am sad if I do not get 
a good result in an exam / audition, When it comes to exams, as long as I feel I did my 
best, I do not care about the result (R) and I think there is more to music than marks or 
grades in exams (R). Higher degree of agreement to the items (higher values) indicated 
higher levels of perfectionism. Data for perfectionism items showed that most students 
experienced distress if they did not do well in exams or auditions (82.3%). Many 
students appreciated that effort was more important than marks (47.10/o), and also 
realised that there was more to music than a measurable score in an examination (88%). 
Table 7.3 provides the details: 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
lam sad if Ido 42.1% 40.1% 8.4% 6.7% 2.7% 4.12 1.0 
not get a good 
result in an 
exarn/audition 
When it comes 17.2% 29.9% 16.5% 25.6% 10.8% 3.17 1.28 
to exams, as 
long as I did my 
best, I do not 
care about the 
result (R) 
think there is 51.1% 36.9% 9.5% 1.5% 1% 4.35 . 79 
more to music 
than marks or 
grades in 
exams(R) 
Table 7.3: Descriptive statistics on `perfectionism' items 
Table 7.4 shows that correlations between these items were very low and in one case 
statistically insignificant, indicating that they were assessing different aspects of 
perfectionism. 
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I am sad if I When it comes to 
do not get exams, as long as I 
good result did my best, I do I think there is more to 
in an exam/ not care about the music than marks or 
audition result grades in exams 
I am sad if I do not get good result in an 
exam/audition 1 -. 231("') -. 035 
When it comes to exams, as long as I did my 
best, I do not care about the result -. 231(*") 1 . 178("") 
I think there is more to music than marks or 
-. 035 . 178(**) 1 grades in exams 
Correlation is significant at the 0.01 level (2-tailed). 
Table 7.4: Correlations between `perfectionism' items 
7.2.1.3 Low self-efficacy in music 
The variable `low self-efficacy in music' was created by the items I avoid working on 
pieces of music that look or sound difficult, When I am practising to learn a new piece 
of music, I soon give up i fl am not successful straight away and 1 like learning difficult 
pieces -I know that when I try hard I can play them well. (R). Higher scores in this 
variable indicated lower self-efficacy. The students surveyed believed in their 
capabilities. They did not avoid working on difficult pieces (70.7%), and showed 
perseverance when learning new pieces (75.3%). In addition, most of them enjoyed 
learning difficult pieces because they believed in their capability to master them 
(76.9%). Table 7.5 below gives the detailed descriptive statistics. 
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Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
l avoid working 3.5% 13.3% 12.5% 37.8% 32.9% 2.16 1.13 
on pieces that 
look or sound to 
be difficult 
When lam 2.2% 11% 11.5% 46.4% 28.9% 2.11 1.01 
practising to 
learn a new 
piece of music, I 
soon give up a 
new piece of 
music if not 
successful right 
away 
like learning 30.8% 46.1% 17.7% 4.7% . 7% 4.01 . 86 
difficult pieces-1 
know that when 
I try hard I can 
play them well 
R 
Table 7.5: Descriptive statistics on `low self-efficacy in music' items 
Correlations between the items are shown in table 7.6. Correlations were statistically 
significant and moderate, indicating that each item elucidated a different aspect of low 
self-efficacy in music. 
When I am 
practising to learn 
a new piece of 
music, I soon give I like learning 
I avoid working up a new piece of difficult pieces-I 
on pieces that music if not know that when I 
look or sound to successful right try hard I can play 
be difficult away them well 
I avoid working on pieces that look or sound to 
be difficult 1 . 498(*") -. 424("*) 
When I am practising to learn a new piece of 
music, I soon give up a new piece of music if 
. 498(""') 1 -. 29O('*) not successful right away 
like learning difficult pieces-I know that when I 
-. 424(") -. 290(""') 1 try hard I can play them well 
*' Correlation is significant at the 0.01 level (2-tailed). 
Table 7.6: Correlations between `low self-efficacy in music' items 
7.2.1.4 Development of musical identity 
This variable was designed to explore the extent to which the students had developed a 
sense of musical identity. It was created by combining items My dream is to become a 
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professional performer, My dream is to become a music teacher, I plan to study music 
at university and I do not wish to become a professional musician / music teacher (R). 
Higher values represented a more positive musical identity. Descriptive statistics 
showed that, overall, the students had a moderately positive musical identity, which was 
mostly related to becoming a professional performer (35.9%) rather than a music 
teacher (15.5%). About one third of the students were undecided, as in all items, 
between 27.1% and 30.4% of the students stated that they had had not yet formed an 
opinion. This may be related to the fact that the sample included students who were as 
young as 12 years old, and had not yet developed a sense of musical identity as a 
prospective professional or students who had considered the possibility and rejected it. 
Table 7.7 gives the details. 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
My dream is to 21.5% 14.4% 30.4% 16.6% 17.1% 3.07 1.36 
become a 
professional 
performer 
My dream is to 9.6% 5.9% 26.8% 25.5% 32.2% 2.35 1.25 
become a music 
teacher 
I plan to study 22.2% 13.3% 28.4% 15.1% 21.0% 3.01 1.42 
music at 
university 
I do not wish to 15.7% 14.4% 27.1% 15.9% 26.9% 2.76 1.40 
become a 
professional 
musician R 
Table 7.7: Descriptive statistics on 'development of musical identity' Items 
Correlations between the items are shown in table 7.8. They are moderate to high and 
indicate that, for these statements, students' responses assessed very similar elements. 
My dream is to 
become a My dream is to I plan to study I do not wish 
professional become a music at to become 
performer music teacher university musician 
My dream is to become a professional performer 1 . 479(**) . 608('") -. 713(**) 
My dream is to become a music teacher . 479(`*) 1 . 557(**) -. 552(`") 
plan to study music at university . 608(-') . 557(") 1 -. 675(**) 
do not wish to become a professional musician -. 713("') -. 552(**) -. 675(**) 1 
'" Correlation is significant at the 0.01 level (2-tailed). 
Table 7.8: Correlations between `development of musical identity' Items 
7.2.1.5 Concern about others' responses to playing 
This variable was created by combining the items I think that if I do poorly in a 
performing situation, others will question my ability in music, I prefer to find out how 
others did in an exam or audition before I announce my score and I do not care about 
what others think about my playing (R). Table 7.9 below shows the percentages of 
students responding at each level of the Likert-type scale. In general, students were 
concerned about how others saw them as performers. 53.3% worried that if performing 
poorly, others would question their abilities and 56.3% said that they cared about what 
others thought of their playing. 31.3% preferred to find out how other students 
performed before announcing their score in an examination or audition. 
1 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
I think that if 1 do 15.9% 37.4% 25.7% 16.1% 4.9% 3.43 1.09 
poorly in a 
performing 
situation, others 
will question my 
ability in musiC 
I prefer to find 9.9% 21.4% 24.9% 28.8% 15% 2.82 1.21 
out how others 
did in an exam 
or audition 
before I 
announce my 
score 
I do not care 9.3% 15% 19.4% 37.6% 18.7% 2.58 1.22 
about what 
others think 
about my 
playing R 
Table 7.9: Descriptive statistics on `concern about others' responses to playing' Items 
Correlations between these three items revealed statistically significant correlations, 
although they were generally low, as shown in table 7.10. This showed that each item 
dealt with a different aspect of the variable. 
I prefer to 
I think that if I find out how 
do poorly in a others did in 
performing an exam or I do not care 
situation, audition about what 
others will before I others think 
question my announce my about my 
ability in music score playing 
I think that if I do poorly in a performing situation, 
others will question my ability in music 1 . 147(**) -. 249('") 
prefer to find out how others did in an exam or 
audition before I announce my score . 147("') 1 -. 113(") 
do not care about what others think about my 
.. 249("*) . 113(*) playing 
** Correlation is significant at the 0.01 level (2-tailed). 
* Correlation is significant at the 0.05 level (2-tailed). 
Table 7.10: Correlations between 'concern about others' responses to playing' Items 
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7.2.1.6 Beliefs about musical ability 
7.2.1.6.1 Entity theory of musical ability 
The variable `entity view of musical ability' was created by the combination of 
variables 1 believe that people who study music in higher education have a special 
talent, I think that talent is the most important component of success for a performer 
and Musical ability (talent) is something that you either have or not, you cannot develop 
it. The sample as a whole did not tend towards holding an entity theory of musical 
ability, as mean values were mostly in the middle of the range. Most students thought 
that people who studied music at higher education were talented (51.6%), and many 
thought that talent is an important component of success for a performer (44.6%). Most 
of them did, however, believe that ability was something that could be developed 
(50.7%), which indicates an incremental theory of ability. Table 7.11 has the details. 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion isagree 
I believe that 13.8% 37.8% 23.6% 19.4% 5.4% 3.35 1.10 
people at in 
higher education 
have a special 
talent 
l think that talent 16.7% 27.9% 28.9% 21.8% 4.7% 3.30 1.12 
is the most 
important 
component of 
success for a 
performer 
Musical ability 10.3% 16.2% 22.8% 31.1% 19.6% 2.66 1.24 
(talent) is 
something that 
you either have 
or not, you 
cannot develop 
it 
Table 7.11: Descriptive statistics on `entity theory of musical ability' items 
Correlations between these items are shown in table 7.12. Once again, correlations were 
mostly significant but low, which indicated that each item elucidated a different aspect 
of entity theory of musical ability. 
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I believe that Musical ability 
people at in (talent) is 
higher I think that talent is the something that 
education most important you either have 
have a component of success or not, you 
special talent for a performer cannot develop it 
I believe that people at in higher education have a 1 . 217("") . 125(') special talent 
think that talent is the most important component 
of success for a performer . 217(**) 1 . 205(**) 
Musical ability (talent) is something that you either 
. 125(*) . 205(**) 1 have or not , you cannot develop it 
Correlation is significant at the 0.01 level (z-taueo). 
Correlation is significant at the 0.05 level (2-tailed). 
Table 7.12: Correlations between `entity theory of musical ability' Items 
7.2.1.6.2 Incremental theory of musical ability 
The variable `incremental view of musical ability' was created by the combination of 
variables I believe that with lots of practice, one can accomplish anything, Even though 
someone may feel very anxious, I think that lots of practice can help them play well in 
an examination or concert and Practice cannot help someone who is not talented to 
play well (R). The variable `incremental theory of musical ability' showed that the 
majority of students in the sample inclined towards an incremental theory of ability, as 
most of them believed that sufficient practice could help performers succeed (80.6%). 
They also believed that practice could help anxious performers play well (76%). Most 
of them disagreed with the statement that practice cannot help someone less talented 
play well (66.7%) (see table 7.13). 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
I believe that 48.8% 31.8% 10% 7.8% 1.6% 4.18 1.00 
with lots of 
practice, one 
can accomplish 
anything 
Even though 30.5% 45.5% 15.4% 6.1% 2.5% 3.95 . 96 
someone may 
feel very 
anxious, t think 
that lots of 
practice can 
help them play 
well in an 
examination or 
concert 
Practice cannot 5.4% 7.4% 20.5% 35.9% 30.8% 2.21 1.12 
help someone 
who is not 
talented to play 
well R 
Table 7.13: Descriptive statistics on `incremental theory of musical ability' Items 
Correlations between these items are shown in table 7.14. Correlations were statistically 
significant, but low. This showed that each item dealt with a different feature of 
incremental view of musical ability. 
Even though 
someone may 
I believe that feel very anxious, Practice 
with lots of I think that lots of cannot help 
practice, one practice can help someone 
can them play well in who Is not 
accomplish an examination or talented to 
anything concert la well 
I believe that with lots of practice, one can 
accomplish anything 1 . 167("") -. 098(") 
Even though someone may feel very anxious, I 
think that lots of practice can help them play well in . 167("") 1 -. 111(") an examination or concert 
Practice cannot help someone who is not talented 
-. 098(*) -. 111(") 1 to play well 
Correlation is significant at the 0.01 level (2-tailed). 
" Correlation is significant at the 0.05 level (2-tailed). 
Table 7.14: Correlations between `incremental theory of musical ability' Items 
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7.2.1.7 Negative perception of anxiety 
This variable was created by combining the items Anxious performers should not follow 
a professional career in music, Anxiety can destroy the career of a musician, Anxiety 
should not stop musicians who wish to pursue a professional career (R) and I believe 
that there are ways to help anxious performers (R). As a whole, the students did not 
have negative perceptions regarding the effects of anxiety and were confident about 
successful ways of coping. They did not think that anxiety should be an obstacle if 
someone wanted to become a professional musician (80.3%) and they did not think that 
anxious musicians should not take music professionally (60%). This is perhaps because 
most students believed that anxious musicians could be helped to cope with the problem 
(78.2%). However, a number of students believed that anxiety could sometimes 
negatively influence a musician's career (37.5%) (see table 7.15). 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disc ree 
Anxious 5.2% 9.1% 25.7% 35.6% 24.4% 2.35 1.10 
musicians 
should not 
follow a musical 
career 
Anxiety can 10.8% 26.7% 33.6% 20.1% 8.8% 3.11 1.12 
destroy the 
career of a 
musician 
Anxiety should 39.2% 41.1% 15% 3% 1.7% 4.13 . 90 not stop 
musicians who 
wish to pursue a 
professional 
career (R) 
I believe that 26.3% 51.9% 18.4% 1.7% 1.7% 3.99 . 82 there are ways 
to help anxious 
musicians R 
Table 7.15: Descriptive statistics on 'negative perception of anxiety' Items 
Correlations between the items are shown in table 7.16 and were moderate to low. It 
was demonstrated that each item explored a different aspect of the variable. 
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Anxious Anxiety should 
musicians Anxiety can not stop There are 
should not destroy the musicians who wish ways to help 
follow musical career of a to pursue anxious 
career performer professional career musicians 
Anxious musicians should not follow a musical 
career 1 . 367(**) -. 235(**) -. 139("') 
Anxiety can destroy the career of a musician . 367(**) 1 -. 082 . 066 
Anxiety should not stop musicians who wish to 
pursue a professional career -. 235("`) -. 082 1 . 220("") 
believe that there are ways to help anxious 
.. 139(**) . 066 . 220(**) 1 musicians 
" Correlation is signiticant at the 0.01 level (z-taiiea). 
Table 7.16: Correlations between 'negative perception of anxiety' items 
7.2.1.8 Parental attitudes 
7.2.1.8.1 Perception of supportive and encouraging parents 
The variable `perception of supportive and encouraging parents' was created by 
combining the items My parents are always supportive and My parents encourage me to 
try to do even better in my next performance. Descriptive statistics showed that, overall, 
the students felt that their parents were quite supportive and encouraging. Only 5.6% 
disagreed with the statement that their parents were supportive, and only 9.3% 
disagreed that their parents gave them encouragement (see table 7.17). 
Item Strongly 
agree 
Agree No 
opinion 
Disagree Strongly 
disagree 
Mean SD 
My parents are 51.5% 34.8% 8.1% 4.4% 1.2% 4.31 . 89 
always 
supportive 
My parents 30.9% 39.7% 20.1% 7.1% 2.2% 3.90 . 99 encourage me 
to do even 
better in my next 
performance 
Table 7.17: Descriptive statistics on 'perception of supportive and encouraging parents' Items 
Correlations between the items are shown in table 7.18. The two clearly represent a 
different aspect of the variable as the correlations are not very high. 
Parents 
encourage me 
Parents to do even 
always better in next 
supportive performance 
My parents are always supportive 1 . 258(**) 
My parents encourage me to do even better in 258("") 1 
my next performance 
** Correlation is significant at the 0.01 level (z-tanea). 
Table 7.18: Correlations between `perception of supportive and encouraging parents' items 
7.2.1.8.2 Perception of critical parents with high expectations 
The variable `perception of critical parents with high expectations' was created by 
combining the items I think that my parents expect a lot from me and The comments of 
my family about my performances are critical. Most students felt that their parents had 
high expectations of them (65.4%). 28.7% of the students felt that their family's 
comments about their performances were critical, whilst 46.2% felt that they were not 
(see table 7.19). 
Item Strongly 
agree 
Agree No 
opinion 
Disagree Strongly 
disagree 
Mean SD 
My parents have 26.2% 39.2% 19.6% 12.3% 2.7% 3.74 1.06 
high 
expectations of 
me 
The comments 7.9% 20.8% 25.1% 25.6% 20.6% 2.70 1.23 
of my family 
about my 
performances 
are critical 
Table 7.19: Descriptive statistics on 'perception of critical parents with high expectations' items 
Correlations between the items are shown in table 7.20. As correlations were 
statistically significant but very low, the statements reflected different aspects of 
parental expectations. 
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The 
comments of 
My parents my family 
have high about my 
expectations of performances 
me are critical 
My parents have high expectations of me 1 . 123(*) 
The comments of my family about my 123(") 1 
performances are critical 
Correlation is significant at the 0.05 level (2-tailed. 
Table 7.20: Correlations between 'perception of critical parents with high expectations' Items 
7.2.2 Anxiety measurement 
7.2.2.1 Adolescent Musicians' Performance Anxiety Scale 
The Adolescent Musicians' Performance Anxiety Scale (AMPAS), as mentioned in 
chapter 5, was created from the twenty items that dealt with a variety of maladaptive 
performance anxiety related issues, such as negative outcome expectancies, negative 
experiences in performance, evidence of pre-evaluation anxiety, experience of 
physiological symptoms of anxiety, concern about others' judgement and negative 
perception of anxiety. Students were asked to state the frequency of experiencing the 
above on a five-point Likert-type scale ranging from never to always. The scale was 
piloted and modified as necessary (see chapter 5). Measures of internal consistency after 
the main data collection showed a Cronbach alpha of . 86. This demonstrated that the 
items in the scale measured the same construct (i. e. the experience of anxiety-in musical 
performance). 
Overall score on the AMPAS 
In order to obtain an overall score on the AMPAS for each participant, responses to the 
items were summed, and a new variable was created named `total performance anxiety 
score'. Students' score on the AMPAS was considered to be a relatively `objective' 
measurement of their performance anxiety level because it was obtained through the 
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addition of their responses' score on a number of items that dealt with various issues 
relating to performance anxiety. As the AMPAS items were twenty and their responses 
could range from 1 to 5 (on the Likert-type scale), the minimum value a person could 
have was 20 and the maximum was 100. The aim was to distinguish between the 
students according to their total score and place them into one of three performance 
anxiety groups (low anxious musicians, moderately anxious musicians and highly 
anxious musicians). In order to do that, three equal value categories were created. It was 
important for the analysis that the three categories consisted of an equal range of values 
and this was the main criterion with which they were distinguished. The highly anxious 
group had scores between 74-100, the moderately anxious group 47-73 and the low 
anxious group 20-46. Students were placed into one of these groups according to their 
overall score. Overall, students' scores ranged from 20 to 94. The number of students in 
each group is shown in table 7.21 below: 
Younger Older 
Whole students students 
sample Cypriot British Male Female (12.15 (16-19 
Percent students students students students years old, years old, 
N=410 N=211 (N = 19 (N = 17 N=236 N= 210 N= 196 
Highly anxious students 10.8 15.0 6.3 3.9 16.0 12.0 9.8 
Moderately anxious students 69.3 70.0 68.4 73.9 66.0 64.5 74.1 
Low anxious students 19.9 15.0 25.3 22.2 18.0 23.5 16.1 
Total 100.0 100 100 100 100 100 100 
Table 7.21: Descriptive statistics on performance anxiety groups 
The majority of students were in the moderately anxious group. 10.8% of students were 
identified as highly anxious. Observing table 7.21, we can see that the Cypriot students 
were substantially more anxious than the British students. Whilst the highly anxious 
students reached 15% in the Cypriot sample, in the British sample the percentage was 
much lower at 6.3%. The percentage of moderately anxious students was fairly similar 
between the two groups of students. There were more low anxious students in the 
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British sample (25.3%), compared to the Cypriot sample (15%). Differences between 
male and female students were also observed, with highly anxious female students 
reaching 16%, and highly anxious male students limited to 3.9%. No major differences 
between younger and older students in anxiety group were observed (see table 7.21). 
A 3-way analysis of variance (ANOVA) was conducted to evaluate the effects of 
nationality, gender and age on students' total score on the AMPAS. Means and standard 
deviations for total score on the AMPAS as a function of the three factors are presented 
in table 7.22. 
Nationality Sex Ae group Mean Std. Deviation 
Cypriot Male 12-15 years old 57.97 12.30 
16-19 years old 55.23 11.21 
Total 56.40 11.68 
Female 12-15 years old 62.78 14.87 
16-19 years old 62.15 13.01 
Total 62.51 14.05 
Total 12-15 years old 61.18 14.19 
16-19 years old 58.88 12.61 
Total 60.06 13.46 
British Male 12-15 years old 49.89 11.05 
16-19 years old 55.05 10.40 
Total 52.73 10.94 
Female 12-15 years old 53.35 9.09 
16-19 years old 60.00 12.56 
Total 56.24 11.18 
Total 12-15 years old 51.95 10.01 
16-19 years old 57.43 11.69 
Total 54.63 11.17 
Total Male 12-15 years old 53.75 12.27 
16-19 years old 55.14 10.75 
Total 54.53 11.42 
Female 12-15 years old 58.55 13.42 
16-19 years old 61.17 12.78 
Total 59.68 13.18 
Total 12-15 years old 56.79 13.18 
16-19 years old 58.19 12.17 
Total 57.47 12.70 
Table 7.22: Means and standard deviations of variables for total score on the AMPAS 3-way 
ANOVA 
174 
The results for the ANOVA indicated a significant main effect for nationality [F (1, 
349) = 14.44, p< . 0001, partial n2 = . 04], a significant effect 
for gender [F (1,349) = 
14.87, p <. 0001, partial rl2 = . 04] and a non significant effect 
for age group [F (1,349) = 
2.61, p= . 107, partial rl2 = . 007]. Cypriot students 
had a higher score on the AMPAS 
compared to the British students [Cypriot (M = 60.06, SD = 13.46), British (M = 54.63, 
SD = 11.17)] and female students appeared to be more anxious compared to male 
students [male `si = 54.53, SD = 11.42), female (M = 59.68, SD = 13.18)]. Interactions 
between the variables were also explored. A significant interaction was indicated 
between nationality and age group [F (1,349) = 8.45, p= . 004, partial 112 = . 024]. 
The 
British students were more anxious as they became older [12-15 years old (vM = 51.95, 
SD = 10.01), 16-19 years old (M = 57.43, SD = 11.69)]. The opposite was the case for 
the Cypriot students [12-15 years old (M = 61.18, SD = 14.19), 16-19 years old (M = 
58.88, SD = 12.61)]. Non significant interactions were observed between nationality 
and gender [F (1,349) = . 402, p= . 
526, partial i2 = . 001], between gender and age 
group [F (1,349) = . 
473, p= . 492, partial T2 = . 001] and 
between nationality, gender 
and age group [F (1,349) = . 014, p= . 907, partial i2 <. 0001]. 
Descriptive statistics on individual AMPAS items3 
Descriptive statistics for each AMPAS item are shown in table 7.23. The combined 
variable name ('theme') is shown above the items that comprise it. The majority of 
students in the sample did not have negative outcome expectancies, although a 
substantial proportion did. 38.1% rarely or never had positive outcome expectancies and 
44.1% sometimes, often or always had negative outcome expectancies. In terms of 
negative experiences in performances, the majority of students had at least some 
3 When interpreting mean values, please note that a value of 1 stands for 'never' and a value of 5 stands 
for `always'. 
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positive experiences. The percentages of students with negative experiences included 
41.8% rarely or never feeling confident when performing in front of others, 42.3% 
rarely or never feeling relaxed, 38.3% rarely or never liking recitals, 38.7% rarely or 
never feeling great during their recitals and 42.1% rarely or never enjoying their 
recitals. Pre-evaluation anxiety was an issue for a number of students in the sample. 
47.9% said that they often or always worried for several days before an exam. 51.6% 
said that before an exam they often or always experienced high levels of anxiety and 
worried that things might go wrong. 51.8% said that before receiving feedback on their 
performance they often or always felt anxious and jittery. 
In terms of physiological symptoms of anxiety, the responses varied according to the 
symptom, but, overall, students experienced physiological changes in their bodies 
during performance. 20.8% said that they often or always experienced a mental block 
during recitals, 57.2% said that they often or always experienced fast heartbeat, 27.6% 
stated that their hands were often or always cold during recitals and 52.2% revealed that 
their hands often or always sweated during recitals. Fear of others' judgement did not 
seem to be an issue for most students. Most of the students usually shared their 
performance results with others, whether they were low (69.8%) or high (78.2%). In 
terms of the effects of anxiety on performance, students highlighted both the potentially 
positive and the negative effects. 29.2% said that anxiety was often or always not 
negative for their performance, whilst 36.7% believed that it rarely or never was not 
negative. 21.3% said that anxiety often or always had a positive result on performance, 
as opposed to 44.6% that said that it rarely or never did. 43.7% said that anxiety was 
often or always bad for their performance, although 25.7% said that it rarely or never 
was bad. 32.8% stated that anxiety often or always had a negative result on their quality 
of playing, and 34.3% responded that it rarely or never did. 
Item Always Often Sometimes Rarely Never Mean SD 
Negative outcome expectancies 
Prior to an important performance 13.3% 23% 25.8% 23% 15.1% 2.96 1.26 
(exam, audition, concert) I find myself 
thinking: "/ can do this. I have studied 
hard and lam going to do well" (R) 
Sometimes, before an important 4.8% 15.5% 23.8% 30.6% 25.3% 2.44 1.16 
performance (exam, audition or 
concert) I find myself thinking: "This is 
too difficult. I am not going to do well", 
even though I may have worked really 
hard in preparing for that event 
Negative experiences In performances 
I feel confident when I perform in front 6.4% 18% 33.8% 29.2% 12.6% 2.76 1.09 
of other people (R) 
1 feel relaxed when I perform in front 6.7% 17.4% 33.6% 25.1% 17.2% 2.71 1.14 
of other people (R) 
I like recitals because it is an 12.9% 22.4% 26.4% 24.4% 13.9% 2.96 1.24 
opportunity to show to others the hard 
work I have been doing (R) 
During my recitals I feel great (R) 13.5% 19.7% 28.1% 22.7% 16% 2.92 1.27 
I enjoy my recitals because I can 15% 16.5% 26.4% 24.9% 17.2% 2.87 1.30 
share my music with others (R) 
Evidence of pre-evaluation anxiety 
worry a lot for several days before 1 21.2% 26.7% 21.4% 19% 11.7% 3.26 1.31 
take a recital examination in front of a 
jury 
Just before an exam, audition or 22.7% 28.9% 26.2% 14.7% 7.5% 3.45 1.20 
concert I feel very anxious, worry that 
things will go wrong and wish this was 
already over 
Just before I get feedback on my 23.9% 27.9% 24.5% 15.2% 8.5% 3.43 1.24 
performance or expect to hear the 
results of an exam from my teacher, I 
get anxious and jittery 
Experience of physiological symptoms of anxiety 
During recitals I get so nervous that 1 6.9% 13.9% 25% 32.7% 21.5% 2.52 1.17 
have a mental block 
During recitals my heart beats very 29% 28.2% 24.8% 12.4% 5.6% 3.62 1.18 
fast 
During recitals my hands are cold 11.3% 16.3% 23.10/0 22.9% 26.4% 2.63 1.33 
During recitals my hands sweat 25.1% 27.1% 23.1% 11.4% 13.3% 3.39 1.33 
Concern about others' judgement 
Sometimes, especially if 1 score low in 5.7% 7.5% 17% 23.4% 46.4% 2.03 1.20 
an exam or audition, l do not tell 
anyone exactly what my score was 
Sometimes, especially if 1 score ijJgj 2.5% 6.5% 12.8% 23.1% 55.1% 1.78 1.06 
in an exam or audition, I do not tell 
anyone exactly what my score was(R) 
_ Comment on negative effects of anxiety 
I believe that anxiety is not bad for my 6.2% 23% 34.1% 22% 14.7% 2.84 1.12 
performance (R) 
I believe that anxiety makes me feel 5.5% 15.8% 34.2% 25.8% 18.8% 2.63 1.12 
alert and eventually has a positive 
result on my performance (R) 
I believe that anxiety is bad for my 19% 24.7% 30.6% 16.2% 9.5% 3.27 1.21 
performance 
I believe that anxiety makes me forget 11.6% 21.2% 32.9% 23.7% 10.6% 2.99 1.16 
parts of the music, makes it difficult to 
concentrate on my playing, and 
eventually has a negative result on 
my performance 
Table 7.23: Descriptive statistics on AMPAS Items 
7.2.2.2 Perceived performance anxiety 
In order to establish students' self-awareness about anxiety levels, they were asked to 
rate themselves according to how anxious they thought they were as performers. This 
was considered to be a more `subjective' performance anxiety measurement compared 
to the AMPAS measurement, as it dealt exclusively with students' self-perceptions. 
Details of their responses are shown in table 7.24. 
Younger Older 
Whole students students 
sample Cypriot British Male Female (12-15 (16-19 
Percent students students students students years old, years old, 
N=410 N=211 N=199 N=172 N@236 N 210 N=196 
Highly anxious students 25.3 32.5 17.2 16.3 31.7 22.8 28.3 
Moderately anxious students 51.5 45.7 58.1 55.6 48.3 51.0 51.9 
Low anxious students 23.2 21.8 24.7 28.1 20.0 26.2 19.8 
Total 100.0 100 100 100 100 100 100 
Table 7.24: Descriptive statistics on perceived performance anxiety 
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Table 7.24 shows that about one quarter of the students (25.3%) believed that they were 
highly anxious as performers. About half of the students (51.5%) considered themselves 
to be moderately anxious performers, and the rest (23.2%) considered themselves to be 
low anxious performers. A larger percentage of students perceived themselves to be 
highly anxious and a smaller percentage considered themselves to be moderately 
anxious than indicated on the AMPAS. The low anxious performer percentages were 
fairly similar across the two measurements. Some moderately anxious performers 
clearly perceived themselves as being highly anxious. Two hypotheses arise from this: 
either these students had low levels of self-awareness, or that these individuals had 
lower performance anxiety tolerance thresholds. This would mean that a `moderate 
anxiety' measurement on the AMPAS might, in fact, be a high measurement for 
individuals with lower performance anxiety tolerance thresholds. 
Twice as many Cypriot students considered themselves to be highly anxious (32.5%) 
compared to British students (17.2%). More British students considered themselves to 
be moderately anxious (58.1%) compared to Cypriot students (45.7%). The percentage 
of students considering themselves to be low anxious performers was similar between 
the two nationality groups. Almost twice as many female students perceived themselves 
to be highly anxious (31.7%) when compared to male students (16.3%). No major 
differences were observed in the perceptions of younger and older adolescent musicians. 
7.2.2.3 Relation between AMPAS measurement and perceived performance 
anxiety level 
There was some difference between the perceived performance anxiety level and the 
percentages of students in each of the three groups (highly, moderately and low anxious 
performers) obtained from the AMPAS. Pearson's product moment correlation was 
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calculated to test the relationship between the categorisation of students according to the 
AMPAS and the categorisation of students according to their self-perceptions. The 
results showed a statistically significant positive correlation (r = . 5, p< . 0001). There 
seemed to be a difference between the `objectively' measured manifestations of 
performance anxiety (measured by the AMPAS) and the `subjective' measurements of 
performance anxiety (measured by how students perceived their anxiety level). It may 
be the case that individuals have different performance anxiety tolerance thresholds, 
suggesting that students with a similar score on the AMPAS might perceive their 
anxiety level in a different way. For this reason, in the analysis, unless otherwise stated, 
students' score on the AMPAS was used. This was considered to be a more objective 
measure for comparison between students. 
7.3 Task efficacy 
7.3.1 Process of preparation 
The process of preparation for performance was investigated by asking students about 
the adequacy and efficiency of their practice. A variable named `effort in practice' was 
created to denote an effective process of preparation. It was generated by combining the 
items I think I should practice harder (R), I usually practice very hard, I am usually 
concentrated when I practice and I find practising very boring (R). Data on effortful 
practice showed that in terms of adequacy of practice, most students believed that it 
could / should be improved. 82.3% said that they should practise harder, 3 5.1% said that 
they usually practiced very hard, whilst 30.7% said the opposite. In terms of efficiency 
of practice, they were more positive. 69.5% said that they were concentrated when they 
practised and 65.6% did not find practising to be boring (see table 7.25 for details). 
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Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
1 think I should 42.6% 39.7% 11.8% 3.4% 2.5% 4.16 . 94 
study harder(R) 
I usually 8.1% 27% 34.2% 21.1% 9.6% 3.03 1.09 
practice very 
hard 
1 am usually 23.2% 46.3% 20% 7.3% 3.2% 3.79 . 99 
concentrated 
when I practice 
I find practicing 4.9% 10.1% 19.4% 46.2% 19.4% 2.35 1.05 
very boring(R) 
Table 7.25: Descriptive statistics on 'effort in practice' items 
Correlations between these items are shown in table 7.26. Correlations were statistically 
significant, and moderate, indicating that there was some overlap in what each item was 
assessing. 
I think I I am usually I find 
should study I usually practice concentrated practicing 
harder very hard when I ractice very borin 
I think I should study harder 1 -. 352(**) -. 146(**) . 242(**) 
usually practise very hard -. 352(**) 1 . 422(**) -. 372(**) 
am usually concentrated when I practise -. 146(**) . 422(**) 1 -. 348(**) 
find practising very boring . 242(**) -. 372(**) -. 348(**) 1 
""` Correlation is significant at the 0.01 level (2-tailed). 
Table 7.26: Correlations between 'effort in practice' Items 
7.3.2 Perception of receiving positive feedback from teacher 
The expectations and the feedback that a student receives from their instrumental 
teacher can be regarded as partial evidence for how effective their process of 
preparation and their performance has been. A variable named `perception of receiving 
positive feedback from teacher' was created by combining the items My teacher expects 
a lot from me, I think that my teacher believes that I am talented, I think that my teacher 
believes I could go on to be a professional musician and My teacher often tells me that I 
do not practice or try hard enough (R). The majority of students perceived that they 
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received positive feedback from their teacher. 76% of the students believed that their 
teacher had high expectations of them. 54% thought that their teacher believed that they 
were talented and 49.5% thought that their teacher believed that they could take up 
music professionally. Additionally, 49.8% said that their teacher did not usually tell 
them that they did not practice or try hard enough (see table 7.27). 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
My teacher 27.2% 48.8% 17.4% 5.4% 1.2% 3.95 . 88 
expects a lot 
from me 
1 think that my 19.4% 34.6% 37.5% 6% 2.5% 3.62 . 94 
teacher believes 
that 1 am 
talented 
I think that my 21.3% 28.2% 36.9% 9.9% 3.7% 3.53 1.05 
teacher believes 
could go on to 
be a 
professional 
musician 
My teacher 11.4% 19.4% 19.4% 35.7% 14.1% 2.78 1.24 
often tells me 
that I do not 
practice or try 
hard enough R 
Table 7.27: Descriptive statistics on 'perception of receiving positive feedback from teacher' items 
Correlations between these items are shown in table 7.28. Most correlations were 
statistically significant, and moderate to high, although there were exceptions to this. 
The statement relating to expectations about practice and effort seemed to be tapping 
into a different set of beliefs to the other statements. 
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I think that my 
teacher My teacher 
I think that believes I could often tells me 
My teacher my teacher go on to be a that I do not 
expects a lot believes that professional practice or try 
from me I am talented musician hard enough 
My teacher expects a lot from me 1 . 428(**) . 348(**) . 067 
think that my teacher believes that I am 
talented 428("") 1 . 610("`) -. 111(") 
I think that my teacher believes I could go on to 
be a professional musician . 348(**) . 610(**) 1 -. 207("") 
My teacher often tells me that I do not practice 
. 067 -. 111(") -. 207("") 1 or try hard enough 
correlation is signiticant at the aoi level (z-tanea). 
" Correlation is significant at the 0.05 level (2-tailed). 
Table 7.28: Correlations between 'perception of receiving positive feedback from teacher' Items 
7.3.3 Motivation to learn 
7.3.3.1 Intrinsic motivation to learn a musical instrument 
A person's motivation to engage with music is very important in terms of effort and 
perseverance when difficulties arise. Intrinsic motivation to learn a musical instrument 
was investigated with the items I started taking instrumental lessons after my own 
decision, I was forced to take up music lessons (R), I enjoy learning to play a musical 
instrument and I want to be good at it and I wish that could I stop music lessons -I do 
not really enjoy them (R). Data regarding intrinsic motivation showed that, overall, the 
majority of students were intrinsically motivated, wanted to learn to play a musical 
instrument, enjoyed it, and wanted to become better at it. 78% of the students said that 
taking instrumental lessons was their decision. Only 7.8% of the students said that they 
were forced to take up music lessons. 93.4% said that they enjoyed learning to play a 
musical instrument and wanted to become better at it. Only 3.7% of the respondents 
confessed that they did not enjoy music lessons and they would like to stop taking them 
(see table 7.29). 
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Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
1 started taking 48.3% 29.7% 9.7% 8.6% 3.7% 4.10 1.11 
instrumental 
lessons after my 
own decision 
I was forced to 2.2% 5.6% 4.4% 20.6% 67.2% 1.55 . 97 take up music 
lessons (R) 
I enjoy learning 63% 30.4% 5.4% . 7% . 5% 4.55 . 68 to play a 
musical 
instrument and I 
want to be good 
at it 
I wish I stopped 1.7% 2% 7.3% 19% 70% 1.46 . 85 
music lessons - 
I do not really 
enjoy them R 
Table 7.29: Descriptive statistics on `intrinsic motivation to learn a musical instrument' Items 
Correlations between these items are shown in table 7.30. There is considerable 
variability in the relationships between the statements, suggesting that most tap into 
different beliefs. However, there was a close relationship between items relating to 
motivation to learn initially. 
I wish I 
I enjoy learning stopped 
I started taking to play a music 
instrumental musical lessons -1 lessons after I was forced to instrument and do not 
my own take up music I want to be really 
decision lessons good at It enjoy them 
I started taking instrumental lessons after my 
own decision 1 -. 645("") . 193(") -. 285(") 
was forced to take up music lessons ., 6450) 1 -. 275('") . 374(**) 
enjoy learning to play a musical instrument and 
I want to be good at it . 193(") -. 275(**) 1 -. 359("') 
wish I stopped music lessons -I do not really -. 285(**) . 374("") -. 359("") 1 enjoy them 
-- correiation is significant at the v. ui level (2-tailed). 
Table 7.30: Correlations between 'intrinsic motivation to learn a musical instrument' items 
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7.3.3.2 Perception of being under pressure to continue with music lessons 
It was important to see if any of the students in the sample were under any form of 
pressure in continuing their music education and whether they were motivated to 
continue their engagement with music because of external as opposed to internal 
factors. The variable `perception of receiving pressure to continue with music lessons' 
was created by combining the items I am worried about how my parents would react i fl 
decided to stop going to music lessons, lam worried about how my teacher would react 
if I decided to stop going to music lessons and I know that if decided to stop going to 
music lessons I would have the full support of my family (R). A number of students 
worried about how their parents and teacher would react if they decided to stop music 
lessons. 35.8% said that they were worried about how their parents would react and 
45.8% about how their teacher would react. 31.9% did not think that they would have 
the full support of their family if they decided to stop their music lessons. A number of 
students were undecided about these three items (see table 7.31). 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
I am worried 15.9% 19.9% 23.9% 22.5% 17.8% 2.99 1.63 
about how my 
parents would 
react if I decided 
to stop going to 
music lessons 
l am worried 21% 24.8% 26% 18.8% 9.4% 3.29 1.25 
about how my 
teacher would 
react if I decided 
to stop going to 
music lessons 
know that if 13.1% 18.1% 36.9% 18.8% 13.1% 2.99 1.19 
decided to stop 
going to music 
lessons I would 
have the full 
support of my 
family R 
Table 7.31: Descriptive statistics on 'perception of being under pressure to continue with music 
lessons' items 
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Correlations between these items are shown in table 7.32. Statistically significant low 
and moderate correlations indicated that each item dealt with a different aspect of 
perception of receiving pressure to continue with music lessons, although there was 
some overlap. 
I am worried 
I am worried about how I know that if I 
about how my my teacher decided to stop 
parents would would react if going to music 
react if I I decided to lessons, 
decided to stop stop going to would have the 
going to music music full support of 
lessons lessons my family 
I am worried about how my parents would react if 
I decided to stop going to music lessons 1 . 304("`) -. 287("*) 
am worried about how my teacher would react if 
I decided to stop going to music lessons . 304(**) 1 -. 199("") 
I know that if I decided to stop going to music 
lessons, I would have the full support of my ". 287("") -. 199("") 1 
family 
""' Correlation is significant at the 0.01 level (2-tailed). 
Table 7.32: Correlations between 'perception of being under pressure to continue with music 
lessons' items 
7.4 Performance Environment 
7.4.1 Experience of heightened anxiety in the presence of an audience 
The effect of audience presence on performance anxiety was investigated by creating a 
variable named `experience of heightened anxiety in the presence of an audience' by 
combining the items I am more nervous when I know someone is listening to me 
playing, When more people that I know are present in a recital (friends, family), the 
more anxious I get and I like having an audience at my recitals - it motivates me to do 
well (R). The presence of an audience made most of the students more nervous (64.2%). 
When the members of the audience were familiar to the students, a number of them said 
that they became more anxious (41.8%). However, a number of students (52.1%) stated 
that the presence of an audience motivated them to do well in a performance (see table 
7.33). 
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Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
1 am more 28.3% 35.9% 16% 12.7% 7.1% 3.65 1.21 
nervous when 
know someone 
is listening to 
me playing 
When more 14.4% 27.4% 21.3% 21.3% 15.6% 3.04 1.30 
people that I 
know are 
present in a 
recital (friends, 
family), the 
more anxious I 
get 
like having 21.4% 30.7% 28.2% 14.5% 5.2% 3.49 1.13 
audience in my 
recitals - it 
motivates me to 
do well R 
Table 7.33: Descriptive statistics on `experience of heightened anxiety in the presence of an 
audience' items 
Correlations between these items are shown in table 7.34. Correlations were moderate, 
which indicated that each item contributed to a different facet of the experience of 
heightened anxiety in the presence of an audience, although there was some overlap 
between them. 
When more 
people that I 
know are 
I am more present in a I like having 
nervous when I recital (friends, audience In my 
know someone family), the recitals - it is listening to more anxious I motivates me 
me lain et to do well 
I am more nervous when I know someone is 
listening to me playing . 381(«") -. 239(**) 
When more people that I know are present in a 
recital (friends, family), the more anxious I get . 381 C*) 1 -. 337("*) 
like having audience in my recitals - it motivates -. 239(**) -. 337(**) 1 me to do well 
** Correlation is significant at the 0.01 level (2-tailed). 
Table 7.34: Correlations between `experience of heightened anxiety in the presence of an audience' 
items 
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7.4.2 Sensitivity to degree of self-exposure 
In terms of perceived degree of exposure, a variable investigating whether more 
exposure was related to the experience of heightened anxiety was created by combining 
the items Solo performances are scarier than group performances, Solo and group 
performances make me nervous to the same extent (R) and I tend to avoid solo 
performances as much as I can. The new variable was named `sensitivity to degree of 
self-exposure'. Most students found solo performances to be scarier than group 
performances (78.1%) and did not consider that solo and group performances made 
them nervous to the same extent (69.1%). However, 53.2% of the students said that they 
did not try to avoid solo performances (see table 7.35). 
Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
Solo 41% 37.1% 10.1% 6.1% 5.7% 4.02 1.13 
performances 
are scarier than 
group 
performances 
Solo and group 3.7% 8.1% 19.1% 47.8% 21.3% 2.25 . 99 
performances 
make me 
nervous to the 
same extent (R) 
1 tend to avoid 9.1% 18.4% 19.3% 26% 27.2% 2.58 1.31 
solo 
performances 
as much as 
possible 
Table 7.35: Descriptive statistics on 'sensitivity to degree of self-exposure' Items 
Correlations between these items are shown in table 7.36. Correlations were statistically 
significant and moderate to low. This indicated that each item elucidated a different 
aspect of sensitivity to degree of self-exposure, with relatively little overlap between 
them. 
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Solo Solo and group I tend to avoid 
performances performances solo 
are scarier make me performances 
than group nervous to the as much as 
performances same extent possible 
Solo performances are scarier than group 
performances -. 299(**) . 326(**) 
Solo and group performances make me nervous to 
the same extent -"299(*') 1 -. 031 
tend to avoid solo performances as much as 
. 326(") -. 031 1 possible 
** Correlation is significant at the 0.01 level (2-tailed). 
Table 7.36: Correlations between 'sensitivity to degree of self-exposure' Items 
7.4.3 Effect of performance environment quality on anxiety levels 
The influence of the quality of the venue where a performance takes place on the 
anxiety level of performers was explored with the combination of the items I am more 
anxious when I perform in a place where I have never played before, I find that when I 
do not feel comfortable in the venue where I have to play, I am more anxious than usual 
and If I am to have an exam /recital in a place I have never seen before, 1 prefer to have 
a mock performance there beforehand The new variable was named `effect of 
performance environment quality on anxiety levels'. Environment in this case referred 
to the actual surrounding environment, which is the performance venue. The students' 
responses showed that the venue of a performance did influence anxiety significantly. 
50.2% of the students confessed to be more anxious when performing in a venue where 
they had not played before and 59.6% said that when they did not feel comfortable in 
the venue, they were more anxious than usual. 69.2% of the students preferred to have a 
mock performance before the actual exam / recital when performing in an unfamiliar 
setting (see table 7.37 for details). 
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Item Strongly Agree No Disagree Strongly Mean SD 
agree opinion disagree 
l am more 16.2% 34% 20% 20.8% 9% 3.27 1.21 
anxious when 
perform in a 
place that I have 
never played 
before 
I find that when 1 13.8% 44.8% 22.5% 13.5% 5.4% 3.48 1.06 
do not feel 
comfortable in 
the venue where 
/have to play, 
am more 
anxious than 
usual) 
I If I am to have 29.7% 39.5% 17.6% 9.8% 3.4% 3.82 1.07 
an exam / recital 
in a place I have 
never seen 
before, I prefer 
to have a mock 
performance 
there 
beforehand 
Table 7.37: Descriptive statistics on `effect of performance environment quality on anxiety levels' 
items 
Correlations between these items are shown in table 7.38. Correlations were statistically 
significant and moderate to low, which denoted that each item dealt with a different 
aspect of the effect of environment quality on anxiety levels, although there was some 
overlap between them. 
I find that when If I am to have an 
I do not feel exam / recital In a 
I am more comfortable In place I have 
anxious when I the venue never seen 
perform in a where I have to before, I prefer to 
place that I play, I am more have a mock 
have never anxious than performance 
played before usual there beforehand 
I am more anxious when I perform in a place that I 
have never played before 1 . 511(**) . 294(**) 
find that when I do not feel comfortable in the 
venue where I have to play, I am more anxious than . 511("«) 1 . 
307('") 
usual 
If I am to have an exam / recital in a place I have 
never seen before, I prefer to have a mock . 294(**) . 307(**) 1 
performance there beforehand 
"` Correlation is significant at the 0.01 level (2-tailed). 
Table 7.38: Correlations between 'effect of performance environment quality on anxiety levels' 
items 
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7.5 The student voice 
The three thematic areas considered in this chapter are susceptibility to anxiety, task 
efficacy, and the performance environment. In the open-ended questions in section D of 
the questionnaire, a number of students made reference to these issues. This section 
outlines the influence of these factors on performance anxiety intensity and performance 
outcome through the students' voice, as expressed by their written comments. 
References related to susceptibility to anxiety, practice, external feedback, motivation, 
audience presence, sensitivity to self-exposure and influence of performance 
environment are presented, supporting the previously presented descriptive statistics. 
The themes / issues mentioned are not exhaustive. They represent a selection of those 
that the students raised that were most relevant to issues discussed in this chapter. 
7.5.1 Influence of issues related to susceptibility to performance 
anxiety 
Level of confidence, attitude to the performance, concern about others' evaluations and 
trait anxiety were some of the issues emerging which related to an individual's 
susceptibility to performance anxiety and influenced the performance outcome, the level 
of anxiety, and the efficiency of coping with performance anxiety. 
Performance outcome was seen to be influenced by confidence, attitude to the 
performance and concern about others' evaluation. A positive performance outcome 
was often attributed by students to high levels of confidence. Teachers and parents were 
frequently mentioned: 
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'I had a positive result because I was confident about what I was doing 
and 1 owe this to my parents and especially my teacher' 
(Female, Cypriot, 13 years old) 
`Knowing the confidence my teacher had in me helped me do very well' 
(Male, Cypriot, 17 years old) 
There also seemed to be something of a halo effect where confidence for one 
performance influenced others: 
`Added confidence for that piece which led to a better performance in 
other pieces that day as well in that piece later on' 
(Female, British, 16 years old) 
Retaining a positive attitude to the performance was also seen as an important pre- 
requisite for a successful performance. When students were asked to give reasons for a 
successful performance, they focused on approaching it with a `positive' mind set: 
`A calm, positive attitude towards the performance' 
(Female, Cypriot, 16 years old) 
`Looking on it as a positive chance rather than possibility of failure' 
(Male, British, 15 years old) 
This linked with confidence and the beliefs of others: 
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'I did really well because I convinced myself that I can do it and because 
my music teacher believed in me and I felt it' 
(Female, Cypriot, 17 years old) 
On the other hand, concern about others' judgement and low confidence was 
thought to lead to unsuccessful performances and intensification of anxiety: 
'I was very worried at the time and wasn't confident in my ability to play 
the piece. I valued the opinion of the audience' 
(Female, British, 14 years old) 
`I was concerned about how people would judge me and I did not focus 
much on the piece - my mind was wandering' 
(Female, British, 14 years old) 
'I always thought about what the others would say when I mucked up' 
(Male, British, 17 years old) 
'Felt really stupid, embarrassed and not good enough to carry on! ' 
(Female, British, 16 years old) 
'Because I got very anxious and I wasn't confident enough and I didn't 
believe I was going to make it, which resulted in me not succeeding' 
(Female, Cypriot, 14 years old) 
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This was often linked to perceived lack of preparation: 
`Low confidence possibly due to poor preparation' 
(Male, British, 16 years old) 
Students related trait anxiety to their performance anxiety levels. High levels of trait 
anxiety were related to high levels of anxiety in performance: 
7 am a highly anxious performer because I worry a lot about everything 
and sometimes have little self-esteem and so tend to think I will not do that 
well' 
(Female, British, 15 years old) 
`I am generally anxious, not only in music but in other fields as well' 
(Male, Cypriot, 16 years old) 
This was frequently linked to worries about other people's perceptions: 
7 am a highly anxious performer because 1'm frequently over-sensitive of 
other people's opinions of me! ' 
(Male, British, 18 years old) 
Low levels of trait anxiety were seen to relate to low anxiety in performance: 
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I think I am a low anxious performer because, generally, I am not anxious 
in my life' 
(Female, Cypriot, 15 years old) 
This was frequently linked to a lack of concern with the perceptions of others: 
'I am a low anxious performer because I do a lot of public speaking and am 
a fairly confident person in general. I do not need to worry what others think 
of me' 
(Female, British, 16 years old) 
I am a low anxious performer because I do not care about the comments of 
others' 
(Female, Cypriot, 12 years old) 
Maintaining a positive approach to the performance was seen as an effective strategy for 
coping with performance nerves: 
Think positively and that everything will turn out exactly as I wish' 
(Female, Cypriot, 16 years old) 
Some mentioned the importance of breathing to maintain relaxation: 
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'I felt that I performed well in this situation because I had read an 
article about breathing during performing which resulted in a relaxed 
and concentrated performance' 
(Male, British, 15 years old) 
These positive thoughts sometimes linked to the audience: 
`I breathe and just think that most people are supportive and understand 
the ordeal of performance' 
(Female, British, 16 years old) 
Other strategies focused on communicating musically with the audience: 
`Have a really positive train of thought, think of the good things that you 
do in the piece and try to love the piece as much as possible because it will 
show in the your performance and therefore will have a positive effect on 
the audience' 
(Female, British, 14 years old) 
7.5.2 Influences of issues related to task efficacy 
Preparation, personal effort, motivation and difficulty of pieces were some of the issues 
relating to task efficacy that the students mentioned as influencing the performance 
outcome and effective coping with performance anxiety. 
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A positive performance outcome was considered to be related to effective preparation, 
investment of personal effort, high levels of motivation and low difficulty of pieces. 
Students stressed the importance of being adequately prepared prior to a successful 
performance: 
'I knew my pieces very well and I felt ready' 
(Female, Cypriot, 15 years old) 
Some also mentioned not having become bored with the piece: 
`The piece was well prepared, but not over prepared and my playing was 
at a peak' 
(Male, British, 14 years old) 
The investment of personal effort was considered to be very important in the success of 
a performance: 
`Music Scholarship to St. Catherine's, which I got because I practised 
really hard and put my whole self into what I was playing' 
(Female, British, 12 years old) 
`With my band, in a concert where no-one was counting on us, and with 
our hard work, we were one of the best' 
(Male, Cypriot, 17 years old) 
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`When I did my piano Grade 8,1 performed well because I had worked 
really hard for it' 
(Male, British, 12 years old) 
High levels of motivation were considered to relate to a positive performance outcome: 
`In a recent concert with my orchestra, I had a small solo which I was 
nervous about. Everyone else was playing really well and that motivated 
me' 
(Female, British, 18 years old) 
This in turn related to wanting to do well for the family: 
7 did well because I was thinking that my mother would be proud of me' 
(Female, Cypriot, 13 years old) 
`I remember that the first time I took exams I did really well because I had 
the support of my parents, but mostly because I loved the violin' 
(Female, Cypriot, 15 years old) 
Low difficulty of pieces was considered by the students to aid the successful completion 
of a performance: 
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`The scales, the pieces and everything else were very easy, which led me to 
that positive result' 
(Female, Cypriot, 13 years old) 
'The pieces were relatively easy and 1 knew them very well' 
(Female, Cypriot, 12 years old) 
`In a recital I played well because the piece was easy, and so I was able to 
play as well as I could' 
(Female, Cypriot, 13 years old) 
A negative performance outcome was seen to be the result of inadequate preparation, 
lack of motivation and high difficulty of pieces. Inadequate preparation was an issue 
that many students mentioned to relate to unsuccessful performances: 
`I played in one of my exams and didn't do very well because I didn't 
practise a lot during the year' 
(Female, Cypriot, 15 years old) 
'I didn't try as much as I should have and I could have tried more to do 
well' 
(Male, Cypriot, 14 years old) 
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`Insufficient preparation, leading to lack of ability. If you've never played 
apiece perfectly, no amount of adrenalin can help' 
(Female, British, 19 years old) 
Low levels of motivation were considered important in explaining the causes of 
negative outcomes in performance: 
`I didn't do well because of demotivation, being upset, needing to practise 
more. No motivation at all' 
(Female, British, 17 years old) 
Difficult pieces were often seen as impeding the success of a performance: 
`The tricky fingerings and complicated rhythms get me confused in the 
performance' 
(Female, British, 15 years old) 
Task difficulty was often compounded by other factors: 
`A very difficult piece of music. I was not at all confident with the people 
backing me, nor my own performance. The concert did not matter to me so 
I did not take care to be myself. I had lots of exams at school' 
(Female, British, 16 years old) 
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`Too much anxiety, which can sometimes be controlled so that it doesn't 
influence the performance. Additionally, the high level of difficulty of a 
piece can contribute in the development of anxiety' 
(Female, Cypriot, 19 years old) 
Over learning was seen to be an effective strategy that often helped students to eliminate 
their performance nerves: 
'I play the pieces more times, so that I learn them better and when I am 
either in a concert or an exam or in front of my teacher I will feel less 
anxious' 
(Female, Cypriot, 12 years old) 
`In order to be a bit more relaxed I need to know that the last days I have 
practised intensely' 
(Female, Cypriot, 17 years old) 
'To practise systematically every day so that I am sure of myself and don't 
get nervous' 
(Female, Cypriot, 16 years old) 
7.5.3 Influence of issues related to the performance environment 
Audience presence and quality, degree of self-exposure, level of familiarity and quality 
of the performance environment were considered to influence performance outcome, 
level of performance anxiety and effective elimination of musical performance anxiety. 
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A positive performance outcome was seen to be the result of having a supportive and 
positive audience, low degree of self-exposure, being familiar with the performance 
environment and playing under unthreatening conditions. A successful performance was 
seen to relate to the behaviour and properties of the audience; for instance: 
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`Having an attentive audience' . 
(Female, British, 15 years old) 1( 
The size of the audience was important: 
`The audience was small and I felt comfortable' 
(Female, Cypriot, 14 years old) 
Knowing the there were supporters in the audience was important: 
'Amongst the audience there were people that I knew believed in nie' 
(Female, Cypriot, 16 years old) 
Low degree of self-exposure, in the sense of playing as part of a supportive group, was 
considered to assist in success: 
$Ff 
`I played as part of a large group (orchestra) and I was not so anxious' 
(Male, Cypriot, 15 years old) 
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'It was when I was playing in a band. I had almost no anxiety because I 
knew that if I lost it, others would `cover' for me' 
(Male, Cypriot, 17 years old) 
Being accustomed to the environment where the performance took place was also 
helpful: 
'It was the third time I was playing in the same venue' 
(Male, Cypriot, 18 years old) 
'In the last recital of my conservatoire, because I had played many times 
and I was used to the environment' 
(Female, Cypriot, 17 years old) 
Where the environment was unfamiliar, rehearsing in it was useful: 
Y try to have a rehearsal in the venue beforehand' 
(Female, British, 18 years old) 
Playing under unthreatening conditions with friends also contributed to success: 
`There was a very nice atmosphere between the group and the conductors. 
It was for our enjoyment, as well as the audience's, in a friendly 
environment' 
(Female, Cypriot, 18 years old) 
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This was sometimes related to the size of the audience: 
`A small concert, informal and relaxed atmosphere, which made me feel 
more confident' 
(Female, British, 14 years old) 
`Not a threatening venue / atmosphere - small concert, sympathetic 
audience' 
(Female, British, 18 years old) 
Negative performance outcomes were related to the presence of audience, a negative 
performance environment, unsatisfactory performance conditions and playing in an 
unfamiliar venue. The presence of an audience in some cases led to unsuccessful 
performances because students viewed the audience as being judgemental: 
`In a recital at the conservatoire in which the rest of my classmates were 
watching. The reasons that led to this were too much anxiety and the 
presence of audience that would judge me and might have said I wasn't 
good enough' 
(Female, Cypriot, 13 years old) 
`A hard piece that I was not entirely confident playing, playing in a venue I 
did not particularly like, playing in front of people who I thought would 
judge me badly if I did not play well' 
(Female, British, 17 years old) 
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The prevalence of a negative environment often made students perform less well: 
Y didn't play well because of the negative atmosphere that prevailed' 
(Female, Cypriot, 15 years old) 
This was sometimes in conjunction with other factors: 
`The reasons I did not do well were: the negative approach of my co- 
players and the wrong instructions on how to play the piece' 
(Male, Cypriot, 15 years old) 
The same performance conditions (small concerts) were interpreted differently by some 
students (see p. 207), for instance: 
`It was in a small recital. I sat at the piano and as I was playing I stopped 
and my mind went blank I couldn't think and I could feel everyone looking 
at me. Perhaps this is due to the fact that it was a small recital, in a small 
venue and the audience was near me. This made me really anxious' 
(Female, Cypriot, 17 years old) 
Unfamiliar instruments and extremes of temperatures were also mentioned: 
`I had to play at a digital keyboard in a very hot room with no music' 
(Female, British, 15 years old) 
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'It was cold and I was extremely anxious' 
(Male, Cypriot, 18 years old) 
Performing in an unfamiliar venue was seen to be a contributing factor to playing less 
well and to the experience of heightened performance anxiety: 
'Iplayed in that venue for the first time. I didn't feel comfortable' 
(Female, Cypriot, 12 years old) 
Often, a range of factors increased anxiety in addition to the venue: 
`Sudden anxiety, unfamiliar surroundings, not being confident about piece' 
(Female, British, 14 years old) 
`Not that much preparation on the piece, lack of rehearsal with the 
accompanist, was over a year ago when I hadn't had all the performing 
experience I have now. Hadn't played in that venue a lot - not very nice 
acoustics. Also, concert was just before a very important audition and I 
was `trying out' the piece for it' 
(Female, British, 18 years old) 
Familiarising self with the venue prior to the performance was a strategy that some 
students reported to be effective in trying to overcome pre-performance nerves: 
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`I rehearse in the venue of the exam/concert, in order to get acquainted to the 
place' 
(Female, Cypriot, 12 years old) 
`I rehearse in front of people and at the venue of the concert' 
(Female, Cypriot, 17 years old) 
The experience of heightened anxiety when playing in front of an audience was an issue 
raised by students that considered themselves to be highly anxious as performers: 
`I am a highly anxious performer because when I am going to play a piece 
in front of an audience I don't know what to do' 
(Male, Cypriot, 15 years old) 
`I am a highly anxious performer because I feel very nervous in front of an 
audience. Perhaps because I am afraid of their criticism, as I want to play 
very well' 
(Male, Cypriot, 17 years old) 
7.6 Summary 
This chapter has focused on the influence of susceptibility to anxiety, task efficacy and 
performance environment on students' performance anxiety levels and on their 
performance quality. 
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The data showed that students as a whole had a moderately positive self-concept, 
showed signs of perfectionism and had high self-efficacy beliefs and confidence. They 
also had a moderately positive musical identity, which was mostly related to becoming 
a professional performer rather than a teacher. Most of the students expressed concern 
about how others saw them and held an incremental theory of ability. They generally 
did not hold negative perceptions regarding the effects of performance anxiety and 
expressed confidence for successful coping with performance anxiety. Additionally, 
most students said that they had supportive parents that had high expectations of them. 
Data obtained from the AMPAS showed that most students were moderately anxious, 
although a significant percentage of the total sample (10.8%) fell into the highly 
anxious group. Nationality and gender seemed to affect students' score on the AMPAS. 
Cypriot students and female students were more anxious. No differences were observed 
in age group, indicating no differences in anxiety level between younger and older 
students. There was also an interaction between nationality and age group. The British 
students became more anxious as they got older, whilst the opposite was the case for the 
Cypriot students. Non significant interactions were observed between nationality and 
gender, gender and age group, and nationality, gender and age group. Students 
perceived their performance anxiety levels as slightly different to what was indicated 
through the AMPAS, suggesting that individuals might have different performance 
anxiety thresholds. 
The data showed that most students felt that their practice could be improved. The 
majority of students also reported that they received positive feedback from their 
teacher and felt intrinsically motivated to learn a musical instrument, although a number 
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of students expressed concern regarding how their parents and / or teacher would react 
if they decided to stop taking music lessons. 
Most students indicated that the presence of an audience made them more nervous. 
Most also found solo performances to be more anxiety provoking than group ones and 
indicated that unfamiliar and uncomfortable venues intensified their performance 
anxiety. 
Qualitative data obtained from students' written comments confirmed that susceptibility 
to performance anxiety, task efficacy and environment quality influenced how students 
evaluated performance events, their experience of performance anxiety and how well 
they performed. 
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Chapter 8 
Factors affecting musical performance anxiety 
and achievement 
8.1 Introduction 
This chapter explores the factors that affect musical performance anxiety and 
achievement; specifically, it focuses on research question 3 (Which are the factors that 
affect evidenced performance anxiety levels in adolescent musicians? ) and research 
question 4 (Does the presence of performance anxiety have an effect on adolescent 
musicians' attainment levels? Which other factors influence achievement in young 
instrumental musicians? ). Question 3 is investigated with a stepwise multiple regression 
that explores which variables can best predict a participant's score on the AMPAS. 
Additionally, a discriminant function analysis shows which variables discriminate 
between low, moderately and highly anxious students. Question 4 is explored with two 
stepwise multiple regression analyses. The first regression focuses on the prediction of 
achievement as measured by the Grade level that the students have completed on their 
first study instrument. The second regression analysis focuses on the prediction of 
achievement as measured by teacher's feedback to the students. 
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8.2 Theoretical considerations 
methods 
relating to the statistical 
8.2.1 Theoretical considerations relating to multiple regression 
Multiple regression is part of a family of techniques that explore the relationship 
between a continuous dependent variable and a number of independent variables or 
predictors, which can be continuous or dichotomous (have two categories) (Pallant, 
2001). These techniques are based on correlation, but go further, predicting values of 
the dependent variable from one or more independent variables (Field, 2000). 
Regression analysis is flexible and can be applied to a data set in which the independent 
variables are correlated with each other and with the dependent variable to varying 
degrees (Tabachnick and Fidell, 2006). Multiple regression can be used not only to 
assess how well a set of variables can predict a particular outcome (dependent variable), 
but also to explore the contribution of each variable to the model, thus revealing which 
variable is the best predictor of an outcome (Pallant, 2001). 
Three major types of multiple regression exist. These are standard multiple regression, 
sequential (hierarchical) regression and statistical (stepwise) regression (Tabachnick and 
Fidell, 2006; Field, 2000; Pallant 2001). These three approaches are distinguished by 
what happens to overlapping variability due to correlated independent variables and 
how the order of entry of independent variables to the regression equation is determined 
(Tabachnick and Fidell, 2006). In standard multiple regression, all independent 
variables are entered into the regression equation simultaneously, and the researcher is 
not required to make any decisions regarding the order of entry of the independent 
variables. Each independent variable is evaluated in relation to what it adds to the 
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prediction of the dependent variable that is distinct to what the rest of the independent 
variables provide in terms of predictability (Tabachnick and Fidell, 2006). This is the 
most commonly used approach (Pallant, 2001). Hierarchical regression is so called 
because the independent variables are entered into the equation in an order specified by 
the researcher, according to logical or theoretical considerations (Tabachnick and Fidell, 
2006). Predictor variables are usually selected based on existing work, with known 
predictors (from previous research) entered first, and new predictors entered at a later 
stage (Field, 2000). Higher priority for entry is given to variables that are thought to 
have greater theoretical importance or which are presumed to be causally prior 
(Tabachnick and Fidell, 2006). In stepwise multiple regression, the order of independent 
variables is determined by the software programme, based on statistical criteria 
(Tabachnick and Fidell, 2006). There are three versions of this technique, namely 
forward selection, backward selection and stepwise regression. Whilst in forward 
selection method, the regression equation starts out empty and independent variables are 
added one by one provided that they meet the statistical criteria, backward selection 
starts by entering all independent variables and removes one by one the ones that do not 
contribute significantly to the prediction of the dependent variable. The stepwise 
selection method is a compromise between the two other methods. The regression 
equation starts empty, and independent variables are entered one at a time provided that 
they meet some statistical criteria, but the regression equation is constantly being 
reassessed to remove any redundant predictors, through a removal test that is conducted 
whenever an independent variable is entered. This method is used to develop a subset of 
predictor variables that is useful in predicting the dependent variable and to eliminate 
from the equation the independent variables that do not offer additional prediction. This 
approach is useful when the aim of the researcher is to build a prediction equation 
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(Tabachnick and Fidell, 2006). Such a method is useful in exploratory model building 
(Field, 2000). In this chapter, multiple regression using the stepwise method of selection 
has been chosen, because the aim was to explore which variables from the data set could 
best predict a student's performance anxiety score and achievement. The approach is 
not used in the purely exploratory sense, because the variables included in the 
questionnaire were all considered to potentially relate / contribute to performance 
anxiety based on theoretical criteria and past research findings. However, I wanted to 
keep an open mind regarding the predictive variables and therefore decided to use this 
exploratory approach, especially since no previous research regarding the variables 
predicting performance anxiety in adolescent musicians existed and since the stricter 
sample size requirements for stepwise multiple regression were met in the analyses 
conducted (see sections 8.3.1,8.4.1 and 8.4.2 below). 
Multiple regression makes a number of assumptions about the data (Tabachnick and 
Fidell, 2006; Pallant, 2001), and some parameters must be examined before embarking 
on this type of analysis. These have to do with making sure that the sample size is 
adequate, there is an absence of outliers, absence of multicollinearity (high correlation) 
and singularity (perfect correlation) of independent variables and normality, linearity 
and homoscedasticity (homogeneity of variance) of residuals (Tabachnick and Fidell, 
2006). 
In terms of sample size, the cases-to-independent variables must be substantial. Stevens 
(1996) recommends having 15 cases per predictor variable in social science research. 
Tabachnick and Fidell (2006) provide a formula for calculating adequate sample size 
requirements, which is N >_ 50 + 8m (m is the number of independent variables) for 
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testing multiple regression and N >_ 104 +m for testing individual predictors in the 
regression model. In cases where the researcher is interested in both procedures, they 
suggest that the number of cases (N) is calculated with both methods and the largest N 
to be chosen. Tabachnick and Fidell (2006) also note that in the case of stepwise 
multiple regression (which is used in this chapter), more cases are needed and suggest a 
cases-to-independent variables ratio of 40 to 1. 
Once it is established that the sample size is adequate for the desired multiple regression 
analysis, the data must be screened for outliers. Multicollinearity and singularity of 
independent variables and normality, linearity and homoscedasticity of residuals must 
also be checked. SPSS provides ways to test for these and make sure that data are 
appropriate for multiple regression analysis. Outliers, linearity and homoscedasticity 
can be checked by looking at the residuals Scatterplot, the Normal Probability Plot and 
the Boxplot. Outliers can also be checked by inspecting Mahalanobis distances. 
Multicollinearity and singularity can be assessed firstly by looking at correlations 
between each of the independent variables and making sure that they are not too high or 
perfect. Additionally, it can be assessed by looking at the collinearity diagnostics, which 
can be requested as part of the SPSS output for multiple regression. 
8.2.2 Theoretical considerations relating to discriminant analysis 
Discriminant function analysis is used to determine the variables that discriminate 
between two or more naturally occurring groups and to predict group membership based 
on those variables. This type of analysis can be used either in studies that aim to classify 
individuals on the basis of quantitative variables, or in studies that have one-way 
multivariate analysis of variance (MANOVA) as their main focus and use discriminant 
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function analysis as a follow-up procedure to distinguish between the groups once a 
significant MANOVA is obtained (Green and Salkind, 2005). In fact, a discriminant 
analysis is a MANOVA turned around. Whilst in MANOVA the researcher explores 
whether there are differences in the mean scores of groups on a range of dependent 
variables (whether group membership produces reliable differences in the dependent 
variables), in discriminant analysis those variables are used to distinguish between 
groups (find the dimension(s) across which the groups differ) and eventually assist in 
prediction of group membership (find classification functions to predict group 
membership) (Green and Salkind, 2005; Tabachnick and Fidell, 2006). The analysis 
produces one or more linear combinations of quantitative predictors, which are called 
discriminant functions. The number of possible discriminant functions is equal to Ng -1 
(where Ng is the number of groups of the dependent variable) or equal to the number of 
independent variables, whichever is smallest (Green and Salkind, 2005). The first 
extracted function provides the best separation across the groups. Then a second 
discriminant function may be computed that maximises differences on this function 
between groups, with the constraint that it is orthogonal (uncorrelated) to the first 
function. This procedure is continued until all possible functions are evaluated. It is 
important to note that all functions have the restriction of being uncorrelated with all 
previous functions. Usually, only the first function or first two functions discriminate 
reliably between the groups and thus any remaining functions are better ignored as they 
do not provide any additional information regarding group membership (Tabachnick 
and Fidell, 2006). 
Discriminant function analysis makes a number of assumptions about the data, which 
must be checked before conducting this type of analysis. One is multivariate normality, 
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which means that the scores on the independent variables are independently and 
randomly sampled from a population and that the sampling distribution of any linear 
combination of independent variables is normally distributed. The absence of outliers, 
homogeneity of variance-covariance matrices and absence of multicollinearity and 
singularity are amongst the assumptions that must be checked. 
Discriminant function analysis has been chosen because the aim is to detect the 
variables that affect performance anxiety group membership in the sample. Once this is 
established, then these variables can be used to predict anxiety group membership in 
another sample of students. This can assist in predicting the students that are prone to 
being low, moderately and highly anxious without them having to take a specialised 
performance anxiety test. 
8.3 The prediction of performance anxiety 
8.3.1 Prediction of total score on the AMPAS 
8.3.1.1 Variables included in the analysis 
A stepwise multiple regression analysis was conducted to see how students' total score 
on the AMPAS could best be predicted from a number of independent variables 
hypothesised to influence performance anxiety levels either positively or negatively. 
Categorical variables included were: 
" Nationality (Values: 1= Cypriot, 2= British) 
" Gender (Values: 1= Male, 2= Female) 
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Continuous variables included were': 
" Age (Values ranged from 12 to 19) 
" Low perceived level of anxiety (Values: 1= high, 2= moderate, 3= low) 
" Entity theory of musical ability 
9 Concern about others' responses to playing 
" Incremental theory of musical ability 
" Perception of supportive and encouraging parents 
" Perception of critical parents with high expectations 
" Perception of receiving positive feedback from teacher 
" Perception of being under pressure to continue with music lessons 
" Development of musical identity 
" Negative perception of anxiety 
" Positive self-concept in music 
" Perfectionism 
9 Effort in practice 
9 Low self-efficacy in music 
9 Intrinsic motivation to learn a musical instrument 
" Experience of heightened anxiety in the presence of an audience 
" Sensitivity to degree of self-exposure 
" Effect of performance environment quality on anxiety levels 
' Unless otherwise stated, high values on the continuous variables indicated a stronger agreement with the 
particular statement. 
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8.3.1.2 Tests for assessing suitability of data 
Prior to conducting the analysis, tests for assessing the suitability of the data in terms of 
sample size and satisfying the assumptions of multiple regression as described in the 
section 8.2.1 were conducted. 
The sample size was deemed adequate (the sample included in this multiple regression 
was N= 348, which included all cases with no missing values in any variable; cases 
with missing values were omitted from the analysis), as the optimal model created by 
SPSS included nine independent variables. This satisfied all requirements of multiple 
regression regarding sample size. 
Data were screened for outliers by firstly looking at the scatterplot produced at the end 
of the SPSS output of the regression analysis. Tabachnick and Fidell (2006) define 
outliers as cases that have a standardised residual of more than 3.3 or less than -3.3, as 
displayed in the scatterplot. An initial inspection of the scatterplot showed that there 
was one outlier. In order to investigate this matter in more depth, Mahalanobis distances 
were inspected. On the basis of the number of independent variables in the final model 
(nine), the critical chi-square value was determined, which in this case was 27.88 
(Tabachnick and Fidell, 2006, Table C4). The exploration of the Mahalanobis distances 
confirmed that there was one outlying case in the sample, case no. 136, with a value of 
33.46. With large samples, it is not uncommon to find some outlying residuals and if 
there are only a few present, it may not be necessary to take any action (Pallant, 2001). 
To decide whether to retain or remove the outlier, it was necessary to get an indication 
of how much of a problem the outlying case was. For this purpose, the mean of the 
distribution for the Mahalanobis distances calculated for this multiple regression was 
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compared to the 5% Trimmed Mean (obtained by removing the top and bottom 5% of 
cases and recalculating a new mean). The original mean was 8.93 and the 5% Trimmed 
Mean was 8.59. As these two values were very similar, it was decided that the outlier 
did not pose a major problem to the distribution and so it was decided to retain this case 
in the analysis. 
Multicollinearity and singularity of independent variables were tested by observing the 
collinearity diagnostics of the final regression model, which were requested as part of 
the analysis. Results indicated that there was no possibility of the presence of 
multicollinearity or singularity because the tolerance values for each independent 
variable were not very low. They ranged from . 60 to . 90. Before checking for 
multicollinearity and singularity, it was necessary to make sure that the independent 
variables showed some relationship with the dependent variable by observing the 
correlation matrix. Correlations ranged between -. 22 and . 61, which was considered 
satisfactory. 
Normality, linearity and homoscedasticity were checked by inspecting the Normal 
Probability Plot of the regression standardised residuals and the standardised residuals 
scatterplot at the end of the multiple regression output. The Normal Probability Plot 
showed that the points did in fact lie in a reasonably straight diagonal line, suggesting 
no major deviations from normality. The scatterplot showed a centralised rectangle, 
with lack of a systematic pattern, which suggested no violation of the assumption of 
homoscedasticity and linearity. 
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8.3.1.3 The regression model for predicting performance anxiety score 
A stepwise multiple regression was performed with the variable `total score on the 
AMPAS' as the dependent variable. Students' score on the AMPAS was used as the 
dependent variable, as it was considered to be a more objective measurement compared 
to students' perceived anxiety level (see section 7.2.2.3 for more details). A number of 
independent variables hypothesised to influence anxiety levels were entered into SPSS, 
which, using the stepwise method, was able to calculate the optimal model of prediction 
based on these data. The optimal model was calculated by SPSS on the basis of the 
independent variables meeting certain statistical criteria. The final model consisted of 
nine independent (predictor) variables. The variables that best predicted score on the 
AMPAS were: experience of heightened anxiety in the presence of an audience, low 
perceived level of anxiety, low self-efficacy in music, perception of critical parents with 
high expectations, effect of performance environment quality on anxiety levels, 
sensitivity to degree of self-exposure, positive self-concept in music, perfectionism, and 
nationality. Means and standard deviations of the eight continuous variables included in 
the final model are shown in table 8.1 below: 
Possible scores on 
each variable 
Mean Standard Deviation 
Minimum Maximum 
Experience of heightened anxiety In the 3.00 15.00 9.19 2.70 
presence of an audience 
Low perceived level of anxiety 1.00 3.00 1.98 . 70 
Low self-efficacy in music 3.00 15.00 6.28 2.35 
Perception of critical parents with high 2.00 10.00 7.05 1.53 
expectations 
Effect of performance environment quality on 3.00 15.00 10.56 2.56 
anxiety levels 
Sensitivity to degree of self-exposure 3.00 15.00 10.32 2.39 
Positive self-concept in music 3.00 15.00 10.05 2.21 
Perfectionism 3.00 15.00 8.60 2.07 
Table 8.1: Means and standard deviations of variables in multiple regression on total score on the 
AM PAS 
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Nationality was the ninth variable included in the final model. The mean on the total 
performance anxiety score for the Cypriot students was 60.06 and for the British 
students it was 54.52 (the possible range of values was 20-100). Correlations between 
the variables included in the final model are shown in table 8.2. These are included 
because, as mentioned in section 8.2.1, regression analysis is based on correlation 
between variables. An examination of correlations between variables can illuminate the -1 
results of the multiple regression presented next. As expected, there were strong 
relationships between total score on the AMPAS and experience of heightened anxiety 
in the presence of an audience and low perceived level of anxiety. Other relationships 
were moderate or low. 
Experience of 
heightened 
anxiety in the 
presence of 
an audience 
Low 
perceived 
level of 
anxiety 
Low self- 
efficacy 
In music 
Perception of 
critical parents 
with high 
expectations 
Effect of 
performance 
environment 
quality on 
anxiety 
levels 
Sensitivity to 
degree of 
self- 
exposure 
Positive 
self- 
concept 
In music 
Perfectionism Nationality 
Low perceived -. 392" level of anxiety 
Low self-efficacy . 363** -. 151" In music 
Perception of . 014 . 018 . 030 critical parents 
with high 
expectations 
Effect of . 246** -. 169" . 175** . 038 performance 
environment 
quality on anxiety 
levels 
Sensitivity to . 473" -. 264** . 232" . 015 . 155" degree of self- 
exposure 
Positive self- -. 392" . 259** -. 325" . 041 -. 048 -. 239" concept In music 
Perfectionism . 098* -. 280" . 153" . 049 . 122" . 061 -. 071 
Nationality -. 066 . 131" -. 121" -. 305" -. 230" -. 020 -. 124" -. 054 
Total score from . 615** -. 590'" . 380" . 125* . 313** . 431 -. 391" . 277"" -. 219** AMPAS 
". Correlation Is significant at the 0.01 level (2-tailed) 
". Correlation is significant at the 0.05 level (2-taled) 
Table 8.2: Correlations of variables in multiple regression on total score on the AMPAS 
Overall, the multiple regression model as a whole was statistically significant [F = 
59.93, df = 9, p< . 000 1). The effect size, as calculated by the multiple R was . 784, R2 = 
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. 62 and the adjusted R2= . 
60, indicating that the model explained 60% of the variance in 
total performance anxiety score. The contributions of the individual predictors are 
summarised in table 8.3 below: 
Beta weight t Significance 
Low perceived level of anxiety -. 337 -8.63 <. 0001 
Experience of heightened anxiety in the . 293 6.70 <. 0001 
presence of an audience 
Positive self-concept in music -. 130 -3.36 . 001 
Sensitivity to degree of self-exposure . 123 3.18 . 002 
Low self-efficacy in music . 105 2.75 . 006 
Effect of environment quality on anxiety levels . 101 2.80 . 005 
Nationality -. 101 -2.69 . 007 
Perfectionism . 099 2.78 . 006 
Perception of critical parents with high . 088 2.46 . 014 
expectations 
Table 8.3: Contribution of individual variables in multiple regression on total score on the AMPAS 
The results indicated that a student's score on the AMPAS was best predicted by the 
perceived level of anxiety of students, the effect of audience presence, self-concept in 
music, amount of sensitivity to the degree of self-exposure, self-efficacy beliefs, the 
effect of the performing environment on anxiety, nationality, perfectionism and parental 
attitudes towards the student. The findings suggested that higher levels of performance 
anxiety were related to the experience of higher perceived levels of anxiety, the 
experience of heightened anxiety in the presence of an audience, a negative self-concept 
in music, sensitivity to higher levels of anxiety during high self-exposure, low self- 
efficacy in music, influence of the performing environment quality on anxiety levels, 
perfectionism and the perception of having critical parents with high expectations. The 
multiple regression also suggested that nationality was a significant predictor and 
showed that higher scores on the AMPAS were related to Cypriot students. 
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The significant predictors of total performance anxiety score can be summarised under 
four conceptual areas: a) how the students saw themselves, as evidenced by self- 
perceptions such as their perceived level of anxiety, self-concept, self-efficacy and 
perfectionism, b) situational parameters such as the influence of audience presence, the 
degree of self-exposure and the influence of the venue, c) individual identity and 
culture, evidenced by nationality and d) family environment, evidenced by parental 
attitudes toward the student. 
Because the two strongest predictors to the regression model on total score on the 
AMPAS were variables that one would expect to be closely related to performance 
anxiety ('low perceived level of anxiety' and `experience of heightened anxiety in the 
presence of an audience'), the analysis was repeated omitting these two variables. The 
multiple regression model as a whole was again statistically significant [F = 43.912, df 
= 6, p< . 0001). The effect size, as calculated 
by the multiple R was . 657, R2 = . 43 and 
the adjusted R2 = . 42, indicating that this model explained 
42% of the variance in total 
performance anxiety score. The variables included in the model were identical to the 
previous model, with the exception of `perception of critical parents with high 
expectations', which was not included. The contributions of the individual predictors 
are summarised in table 8.4 below: 
Beta weight t Significance 
Sensitivity to degree of self-exposure . 281 5.71 <. 0001 
Positive self-concept in music -. 276 -5.57 <. 0001 
Perfectionism . 187 4.07 <. 0001 
Effect of environment quality on . 157 3.30 . 001 
anxiety levels 
Nationality -. 152 -3.17 . 002 
Low self-efficacy in music . 133 2.65 . 008 
Table 8.4: Contribution of individual variables in multiple regression on total score on the AM PAS 
omitting closely related variables 
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8.3.2 The prediction of anxiety group membership 
8.3.2.1 Tests for assessing suitability of data 
Prior to conducting the discriminant analysis, tests for assessing the suitability of the 
data in terms of satisfying the assumptions of discriminant analysis were conducted. 
There are no tests currently feasible for testing the normality of all linear combinations 
of the sampling distributions of the means of predictors (Tabachnick and Fidell, 2006). 
Discriminant analysis is robust to failures of normality if the violation is caused by 
skewness rather than outliers. Even in the case where the group sizes in the dependent 
variable are not equal (as is usually the case with naturally occurring groups), larger 
overall sizes are necessary to assure robustness (Tabachnick and Fidell, 2006). On the 
basis of this and on the sample size, it was concluded that the assumption of 
multivariate normality was met. 
Discriminant analysis is highly sensitive to the inclusion of outliers (Tabachnick and 
Fidell, 2006). Tests for the presence of univariate and multivariate outliers were 
conducted prior to the discriminant analysis to ensure suitability of the data. To identify 
univariate outliers, z scores associated with minimum and maximum values on each of 
the predictor variables were investigated for each performance anxiety group separately. 
No questionable values were identified and no large standard deviations from the mean 
of each variable were observed. It was concluded that no univariate outliers were 
present. In order to investigate the presence of multivariate outliers, a multiple 
regression was conducted using Case Number as the dependent variable and the 
variables planning to be the independent variables in the discriminant analysis as 
independent variables. Mahalanobis distances were requested to be saved and on the 
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basis of the number of independent variables in the model (eighteen), the critical chi- 
square value for evaluating Mahalanobis distance values was determined, which in this 
case was 42.31 (Tabachnick and Fidell, 2006, Table C4). The output showed that there 
were four outlying cases outside the critical value. These were case no. 64 (value 
64.79), case no. 374 (value 63.24), case no. 136 (value 47.52) and case no. 402 (value 
43.32). As discriminant analysis is especially sensitive to the presence of outliers, it was 
decided to remove these cases from the discriminant analysis. 
Homogeneity of variance-covariance matrices was assessed with Box's M Test, which 
was requested as part of the discriminant analysis output. The test results showed a non 
significant result (M = 456.850, F=1.09, p= . 111), thus accepting the null hypothesis 
that the variance-covariance matrices of the predictor variables do not differ between 
groups formed by the dependent variable. 
Most computer programmes that conduct discriminant analysis protect against 
multicollinearity and singularity by testing tolerance and excluding predictors 
(independent variables) that have insufficient tolerance (Tabachnick and Fidell, 2006). 
Therefore, it was assumed that the condition for absence of multicollinearity and 
singularity was met, as the SPSS output did not exclude any of the predictor variables 
from the discriminant analysis. 
8.3.2.2 The discriminant analysis results 
A discriminant function analysis was conducted to determine which variables 
differentiated between the three performance anxiety groups (low, moderately and 
highly anxious) as measured by the AMPAS and to predict performance anxiety group 
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membership (as before, the AMPAS was used because it was considered to be a more 
objective measure compared to perceived anxiety level - see section 7.2.2.3 for details). 
Two discriminant functions were calculated, with a significant overall Wilk's lambda 
(A = . 52, (36) = 183.22, p< . 0001). After removal of the effects of the first 
function, 
the second discriminant function did not reach statistical significance (A = . 94, (17) = 
18.16 and p= . 379). This result showed that there was not a significant difference 
between the three groups after removing the effects associated with the first 
discriminant function. Therefore, only the first discriminant function was successful at 
discriminating between the three groups of students. The first function had an 
eigenvalue of . 81 and a canonical correlation of . 
67. The eta square, obtained by 
squaring the canonical correlation was . 447, 
indicating that 45% of the variability of the 
scores for the first discriminant function was accounted for by differences among the 
three performance anxiety groups. The loading matrix of correlations between 
predictors and the first discriminant function is shown in table 8.5 below: 
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Function 
1 
Low perceived level of anxiety -. 676(*) 
Experience of heightened anxiety in the presence of an audience . 643(') 
Sensitivity to degree of self-exposure . 461(') 
Low self-efficacy In music . 346(') 
Positive self-concept In music -. 316(') 
Perception of receiving positive feedback from teacher -. 311(') 
Perfectionism . 290(') 
Effect of performance environment quality on anxiety levels . 283(') 
Concern about others' responses to playing . 242(") 
Entity theory of ability . 167(') 
Effort in practice -. 233 
Intrinsic motivation to learn a musical Instrument -. 117 
Perception of supportive and encouraging parents . 058 
Perception of being under pressure to continue with music lessons . 112 
Development of musical Identity -. 164 
Incremental theory of ability . 064 
Perception of critical parents with high expectations . 085 
Negative perception of anxiety . 101 
Pooled within-groups correlations between discriminating variables and standardized canonical discriminant functions 
Variables ordered by absolute size of correlation within function. 
* Largest absolute correlation between each variable and any discriminant function 
Table 8.5: Correlations between predictor variables and functions 
A discriminant function is given a name by determining the variables that are most 
strongly related to it (Green and Salkind, 2005). In interpreting the first function, only 
variables with a correlation of .2 and above were taken into account, as variables that 
correlate below .2 with a function have only a weak association with it (llcddcrson, 
1991). These results suggest that the best predictors for distinguishing between highly 
anxious performers and the other two groups (moderately and low anxious), as 
evidenced by the first function, were higher levels of perceived performance anxiety, 
experience of heightened anxiety in the presence of audience, sensitivity to the degree 
of self-exposure, low self-efficacy in music, negative self-concept, perception of 
receiving negative feedback from teacher, perfectionism, influence of performance 
environment on anxiety, concern about others' responses to playing and no effort in 
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practice. Function 1 was named `experience of maladaptive performance anxiety'. The 
main variables represented in this function were vulnerability to being highly anxious in 
performance, lack of effort and the perception of low attainment. 
Table 8.6 summarises the means of the variables included in the discriminant analysis 
for each anxiety group separately: 
Anxiety groups from AMPAS 
Possible scores on each Highly anxious Moderately Low anxious Total 
variable anxious 
Minimum Maximum Mean SD Mean SD Mean SD Mean SD 
Low perceived level of anxiety 1.00 3.00 1.27 . 56 1.94 . 65 2.59 . 55 1.98 . 70 
Experience of heightened 3.00 15.00 12.15 1.97 9.31 2.33 6.87 2.52 9.14 2.73 
anxiety in the presence of an 
audience 
Sensitivity to degree of self- 3.00 15.00 12.38 1.87 10.32 2.34 8.97 2.14 10.28 2.43 
exposure 
Low self-efficacy in music 3.00 15.00 7.50 2.32 6.42 2.29 4.92 1.75 6.23 2.31 
Positive self-concept In music 3.00 15.00 8.87 2.36 9.98 2.12 11.18 2.06 10.10 2.23 
Perception of receiving 4.00 20.00 13.00 2.97 14.17 2.60 15.65 2.61 14.35 2.74 
positive feedback from 
teacher 
Perfectionism 3.00 15.00 9.64 2.02 8.71 1.87 7.66 2.38 8.61 2.07 
Effect of performance 3.00 15.00 12.15 2.36 10.58 2.49 9.63 2.53 10.56 2.57 
environment quality on 
anxiety levels 
Concern about others' 3.00 15.00 10.53 2.39 9.72 2.36 8.57 2.11 9.57 2.37 
responses to playing 
Entity theory of ability 3.00 15.00 9.85 2.82 9.38 2.32 8.93 2.35 9.34 2.39 
Effort In practice 4.00 20.00 11.56 2.21 12.09 2.76 13.62 3.05 12.33 2.84 
Intrinsic motivation to learn a 4.00 20.00 17.41 3.07 17.44 2.80 18.50 1.84 17.65 2.70 
musical instrument 
Perception of supportive and 2.00 10.00 8.62 1.33 8.05 1.51 8.43 1.39 8.19 1.48 
encouraging parents 
Perception of being under 3.00 15.00 9.43 2.55 9.39 2.82 8.93 3.54 9.31 2.94 
pressure to continue with 
music lessons 
Development of musical 4.00 20.00 10.82 4.98 11.48 4.41 13.54 4.51 11.82 4.57 
Identity 
Incremental theory of ability 3.00 15.00 11.79 1.87 12.04 1.90 11.85 1.96 11.97 1.91 
Perception of critical parents 2.00 10.00 7.38 1.52 7.10 1.49 6.83 1.66 7.08 1.53 
with high expectations 
Negative perception of 4.00 20.00 9.42 2.40 9.39 2.35 9.22 2.81 9.36 2.45 
anxiety 
Table 8.6: Means on variables included in discriminant analysis for each anxiety group separately 
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Highly anxious performers were distinguished by higher levels of perceived anxiety, 
negative self-related beliefs and the fact that situational parameters such as audience 
presence, a threatening / uncomfortable venue and high self-exposure increased their 
anxiety levels. More anxious students also admitted to putting less effort into practice 
and perceived that they received negative feedback from their teacher. This might imply 
that they either perceived the feedback they received more negatively compared to other 
students or that they happened to have teachers that did not generally tend to give 
positive feedback. 
The mean values on the discriminant function for the three groups of students (functions 
at group centroids) are displayed in table 8.7 below: 
Anxiety groups from AMPAS Function 
1 
Highly anxious students 1.786 
Moderately anxious students 
. 166 
Low anxious students -1.502 
Unstandardized canonical discriminant functions evaluated at group means 
Table 8.7 Group centroids for discriminant functions 
Low anxious students scored high on the negative side of the score spectrum of the 
experience of maladaptive performance anxiety, indicating that they experienced 
adaptive performance anxiety. 
Performance anxiety group membership prediction was next assessed. Results arc 
shown in table 8.8 below: 
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Classification Results(b, c) 
f'redi(N-d ('mn 1 Wnlt". 1"hi 1 
Highly Mudcr, rtely I ()w ; InxiMr, 111X t (ii . If IXIOI I', 
(''(1 41ýt Anxiety groups from AMI 'A'; (14 100) (41 /3) 
Oriqunal Count I lighly anxious (74-100) 10 1 20 0 01 
Moderately anxious (4! /3) r' 184 11 ýý"' 
tow anxious (20-40) u 7!. 33 
Ungrouped cases I 25 2 
Highly anxious (74-100) 33 3 61) 7 0 
Moderately anxious (41-13) a '1 91.1 54 1utt n 
Low anxious (20-46) (t 43 1 569 1(10 (r 
Ungrouped cases 89 3 11 1(10 t) 
Cross-validated(a) Count Highly anxious (74-100) 9 0 1tt 
Moderately anxious (4I i 't w 180 I 
Low anxious (20-46) tl .. 31 
3 Highly anxious (74-100) 30.0 - ý1 rý ýý tun tt 
Moderately anxious (41-lsi I(A) 0 
Low anxious (20-46) Ir 4i r, 534 1(1(111 
a Cross validation is done only for those cases in the an; ilyý. c" In valid; it n, , ",, (. I ., r.. Lý .I1ty III(- 
functions derived from all cases other than that case 
b 78.3% of original grouped cases correctly classified 
c 75.9% of cross-validated grouped cases correctly classified. 
Table 8.8: Group classification for dixcriminaul analysis 
Flic diagonal ofthe classification table shows that 13). ')"o of the I1ii'l1IN anxious, 't I . 
1".. 
I, rrdiCIr(I of* he moderately anxious and 56.9% 01' the low anxious stMIrnts were 
correctly. Overall, 78.3`%ß ol-the sample \\as Classified Correctly. I he "colon of 111k. t; il)le. 
labelled cross-validated was generated by Selecting the (rave-une-utit uptioll. Witu Ihis 
option, classification functions are derived hascd on all rases except one, and then Ilhe 
felt-cut case is classil ed. This procedure is reheated N number OI times, until all cases 
have been left out once and classilied based on the classi heat ion Iunetions liar , ºII ulhýr 
cases (N-1) (Green and Salkind, 2OO ). "Ihr results show 11(m \ýcli the classih eathon 
functions predicted the Icft-out cases, and can he used to e"-tinnatr how vkc"II the 
classification functions derived I'ronn III eases \\Ould eI, issil\ a iiee\ý "; iiihl, Ie (( irccn and 
Salkind, 2005). 30`)/o of the highly anxImis, ººItIle ºn(, ºIer; ºtrtv ; ºnmo I ; ºit I') i. T',, 
of the low anxious students were correctly classified using the Ie: ºve-one-out 
classification. Overall, 75.9'x, of-the cross-validatedI cases were correctly' cIassiliedd. It is 
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worth noting that the classification accuracy for highly anxious students was much 
lower than that for moderately and low anxious students. 
Overall, 78.3% of the cases in the sample were correctly classified. This value is 
affected by chance agreement (Green and Salkind, 2005). A Kappa coefficient was 
computed to assess the accuracy in prediction of group membership, taking into account 
chance agreement. The kappa value was . 48 (p < . 000 1), which indicated a moderately 
accurate prediction. 
The discriminant analysis was repeated omitting variables closely related to 
performance anxiety ('low perceived level of anxiety' and 'experience of heightened 
anxiety in the presence of an audience'). When the analysis was conducted, Box's M 
was significant (M = 388.304, F=1.22, p= . 009), indicating that the variance- 
covariance matrices of the predictor variables differed between groups formed by the 
dependent variable. Omitting the two variables posed a problem, as there was violation 
of the assumption of homogeneity of variance-covariance matrices. When comparing 
the results of the two discriminant analyses, it was observed that the results were quite 
similar. Two discriminant functions were calculated, and only the first one reached 
statistical significant (A = . 65, 
ý (32) = 126.10, p< . 0001). After the removal of the 
first effects of the first function, the second discriminant function did not reach 
statistical significance (A = . 94, (15) = 18.14 and p= . 256). When observing the 
loading matrix of correlations between predictors and the first discriminant function, all 
the variables with a correlation of .2 and above were identical to their countcrparties 
obtained from the first discriminant analysis (see table 8.9). 
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Function 
1 
Sensitivity to degree of self-exposure . 607(') 
Low self-efficacy in music . 487(') 
Positive self-concept In music -. 448(') 
Reception of receiving positive feedback from teacher -. 405(') 
Perfectionism . 376(') 
Effect of performance environment quality on anxiety levels . 358(') 
Concern about others' responses to playing . 326(') 
Entity theory of ability . 220(') 
Perception of critical parents with high expectations . 154(') 
Negative perception of anxiety . 038(') 
Intrinsic motivation to learn a musical Instrument -. 156 
Perception of supportive and encouraging parents . 040 
Effort In practice -. 322 
Development of musical Identity -. 217 
Perception of being under pressure to continue with music lessons . 103 
Incremental theory of ability . 081 
Pooled within-groups correlations between discriminating variables and standardized canonical discriminant functions 
Variables ordered by absolute size of correlation within function. 
* Largest absolute correlation between each variable and any discriminant function 
Table 8.9: Correlations between predictor variables and functions when omitting closely related 
variables 
8.4 The prediction of achievement 
8.4.1 Prediction of Grade level achieved 
8.4.1.1 Variables included in the analysis 
A stepwise multiple regression was conducted to investigate how students' 
achievement, as evidenced by the Grade level they achieved in their first study 
instrument (British exams), could be best predicted from a number of independent 
variables that were thought to have a relationship with achievement. There was 
particular interest to -see whether performance anxiety affected in any way students' 
attainment. Categorical variables included were: 
" Nationality (Values: 1= Cypriot, 2= British) 
9 Gender (Values: 1= Male, 2= Female) 
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Continuous variables included were2: 
" Age (Values ranged from 12 to 19) 
" Total score on the AMPAS 
" Low perceived level of anxiety (Values: 1= high, 2= moderate, 3= low) 
" Entity theory of ability 
" Concern about others' responses to playing 
" Incremental theory of ability 
" Perception of supportive and encouraging parents 
" Perception of critical parents with high expectations 
" Perception of receiving positive feedback from teacher 
" Perception of being under pressure to continue with music lessons 
" Development of musical identity 
" Negative perception of anxiety 
9 Positive self-concept in music 
" Perfectionism 
" Effort in practice 
" Low self-efficacy in music 
" Intrinsic motivation to learn a musical instrument 
" Experience of heightened anxiety in the presence of an audience 
" Sensitivity to degree of self-exposure 
" Effect of performance environment quality on anxiety levels 
2 Unless otherwise stated, high values on the continuous variables indicated a stronger agreement with the 
particular statement. 
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8.4.1.2 Tests for assessing suitability of data 
Prior to conducting the analysis, tests for assessing the suitability of the data in terms of 
sample size and satisfying the assumptions of multiple regression were conducted. 
The sample size was deemed adequate (the sample included in this multiple regression 
was N= 265, which included all cases with no missing values in any variable; cases 
with missing values were omitted from the analysis), as the optimal model created by 
SPSS included nine independent variables. This satisfied all requirements of multiple 
regression regarding sample size. 
Data were screened for outliers by looking at the scatterplot produced at the cnd of the 
SPSS output of the regression analysis. The inspection of the scattcrplot showed that 
there were two outlying cases with a standardised residual outside the -3.3 borderline 
defined by Tabachnick and Fidell (2006). In order to investigate this matter in more 
depth, Mahalanobis distances were inspected. On the basis of the number of 
independent variables in the final model (nine), the critical chi-square value was 
determined, which in this case was 27.88 (Tabachnick and Fidell, 2006, Table C4). The 
exploration of the Mahalanobis distances confirmed that there were two outlying cases 
in the sample, case no. 136, with a value of 28.64 and case no. 348, with a value of 
28.49. To decide whether to retain or remove the outliers, the mean of the distribution 
for the Mahalanobis distances calculated for this multiple regression was compared to 
the 5% Trimmed Mean (obtained by removing the top and bottom 5% of cases and 
recalculating a new mean). The original mean was 9.06 and the 5% Trimmed Mcan was 
8.70. As these two values were very similar, it was decided that the outliers did not pose 
234 
a major problem to the distribution and it was decided to retain these cases in the 
analysis. 
Multicollinearity and singularity of independent variables were tested through the 
collinearity diagnostics of the final regression model. Results indicated that there was 
no presence of multicollinearity or singularity because the tolerance values for each 
independent variable ranged from . 57 to . 96. Correlations between the dependent 
variable and the independent variables included in the final model ranged between . 04 
and . 47. 
Normality, linearity and homoscedasticity were also checked. The Normal Probability 
Plot showed that the points lay in a reasonably straight diagonal line, suggesting no 
major deviations from normality. The scatterplot showed a concentration of points in 
the centre and lack of a systematic pattern, which suggested no violation of the 
assumption of homoscedasticity and linearity. 
8.4.1.3 The regression model for predicting Grade level achievement 
A stepwise multiple regression was performed with the variable `first study instrument 
Grade level in British exams' as the dependent variable. A number of independent 
variables that were thought to potentially relate to Grade level achievement were 
entered into SPSS. The final model consisted of nine independent (predictor) variables. 
The variables that best predicted Grade level achievement were: nationality, age, low 
self-efficacy in music, perfectionism, sensitivity to degree of self exposure, total score 
on the AMPAS, positive self-concept in music, effect of performance environment 
quality on anxiety levels and entity theory of ability. Means and standard deviations of 
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the eight continuous variables included in the final model are shown in table 8.10 
below: 
Possible scores on 
each variable 
Mean Standard Deviation 
Minimum Maximum 
Age 12.00 19.00 15.33 1.70 
Low self-efficacy in music 3.00 15.00 6.28 2.35 
Perfectionism 3.00 15.00 8.60 2.07 
Sensitivity to degree of self-exposure 3.00 15.00 10.32 2.39 
Total score on the AMPAS 20.00 100.00 57.39 12.67 
Positive self-concept in music 3.00 15.00 10.05 2.21 
Effect of performance environment quality on 3.00 15.00 10.56 2.56 
anxiety levels 
Entity theory of ability 3.00 15.00 9.32 2.35 
Table 8.10: Means and standard deviations of variables In multiple regression on first study 
instrument Grade level achieved 
Nationality was the ninth variable included in the final model. The mean on the First 
instrument Grade level achieved for the Cypriot students was 5.78 and for the British 
students it was 7.45. Correlations between the variables included in the final model are 
shown in table 8.11 below. These are included because, as mentioned in section 8.2.1, 
regression analysis is based on correlation between variables. An examination of 
correlations between variables can illuminate the results of the multiple regression 
presented next. Nationality and age had the strongest relationships with first study 
instrument grade level achieved. Most other relationships were low. 
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Nationality Age Low self- 
efficacy 
in music 
Perfectionism Sensitivity to 
degree of 
self- 
exposure 
Total score 
on the 
AMPAS 
Positive 
self- 
concept 
In music 
Enact of 
performance 
environment 
quality on 
anxiety levels 
Entity 
theory of 
ability 
Age . 042 
Low self-efficacy -. 121* . 052 In music 
Perfectionism -. 054 . 043 . 153" 
Sensitivity to -. 020 . 113* . 232** . 061 degree of self- 
exposure 
Total score on -. 219** . 038 . 380** . 
277** . 431" the AMPAS 
Positive self- -. 124* -. 103* -. 325"' . 071 -. 
239"' -. 391" 
concept in music 
Effect of -. 230" -. 126* . 175" . 122* . 155** . 313" -. 048 performance 
environment 
quality on anxiety 
levels 
Entity theory of -. 058 -. 019 . 175** -. 081 . 
005 . 102 . 003 . 174"" ability 
First Instrument . 473" . 371 -. 
177" . 081 -. 
106 -. 067 . 044 -. 246" . 043 Grade level 
achieved 
". Correlation Is significant at the 0.01 level (2-tailed) 
". Correlation is significant at the 0.05 level (2-taled) 
Table 8.11: Correlations of variables in multiple regression on first study instrument Grade level 
achieved 
The model as a whole was statistically significant [F = 21.94, df = 9, p< . 0001). The 
effect size, as calculated by the multiple R was . 66 1, R2 = . 44 and the adjusted R2 -. 42, 
indicating that the model explained 42% of the variance in first study instrument Grade 
level achieved. The contributions of the individual predictors are summarised in table 
8.12 below: 
Beta weight t Significance 
Nationality . 479 9.47 <. 0005 
Age . 363 7.55 <. 0005 
Low self-efficacy In music -. 145 -2.72 . 007 
Perfectionism . 084 1.71 . 089 
Sensitivity to degree of self-exposure -. 143 -2.70 . 007 
Total score on the AMPAS . 200 3.20 . 002 
Positive self-concept in music . 137 2.51 . 013 
Effect of performance environment quality on -. 126 -2.45 . 015 
anxiety levels 
Entity theory of ability . 098 2.03 . 044 
Table 8.12: Contribution of Individual variables in multiple regression on first study Instrument 
Grade level achieved 
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The results suggested that higher first study instrument Grade levels were predicted by 
nationality (British students were in more advanced Grades), age (older students had 
achieved higher Grades), high self-efficacy beliefs, low sensitivity to degree of self- 
exposure, higher score on the AMPAS, positive self-concept in music, limited effect of 
the performance environment quality on anxiety levels and entity theory of musical 
ability. Perfectionism was also included in the final model but did not reach statistical 
significance as a predictor (p = . 089). 
The significant predictors of first study instrument grade level achieved were related to: 
a) identity and culture, as evidenced by nationality, b) position on the developmental 
continuum of adolescence, as evidenced by age, c) situational parameters such as 
sensitivity to the degree of self-exposure and influence of performance environment, d) 
level of performance anxiety as measured by the AMPAS, c) how students saw 
themselves, as evidenced by self-concept in music and t) views of musical ability as 
evidenced by the positive relationship between high Grade level achievement and entity 
theory of ability. 
8.4.2 Prediction of perception of receiving positive feedback 
8.4.2.1 Variables included in the analysis 
A stepwise multiple regression was conducted to investigate how students' perceived 
achievement, as evidenced by the feedback they received from their instrumental 
teacher, could be best predicted from a number of independent variables hypothesised to 
potentially influence student attainment. There was particular interest to sec whether 
performance anxiety affected students' attainment. Categorical variables included were: 
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" Nationality (Values: 1= Cypriot, 2= British) 
9 Gender (Values: 1= Male, 2= Female) 
Continuous variables included were3: 
9 Age (Values ranged from 12 to 19) 
" Total score on the AMPAS 
" Low perceived level of anxiety (Values: 1= high, 2= moderate, 3= low) 
" Entity theory of ability 
9 Concern about others' responses to playing 
" Incremental theory of ability 
" Perception of supportive and encouraging parents 
" Perception of critical parents with high expectations 
" Perception of being under pressure to continue with music lessons 
" Development of musical identity 
" Negative perception of anxiety 
" Positive self-concept in music 
" Perfectionism 
" Effort in practice 
" Low self-efficacy in music 
9 Intrinsic motivation to learn a musical instrument 
" Experience of heightened anxiety in the presence of an audience 
" Sensitivity to degree of self-exposure 
" Effect of performance environment quality on anxiety levels 
3 Unless otherwise stated, high values on the continuous variables indicated a stronger agreement with the 
particular statement. 
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8.4.2.2 Tests for assessing suitability of data 
Prior to conducting the analysis, tests for assessing the suitability of the data in terms of 
sample size and satisfying the assumptions of multiple regression were conducted. 
The sample size was deemed adequate (the sample included in this multiple regression 
was N= 348, which included all cases with no missing values in any variable; cases 
with missing values were omitted from the analysis), as the optimal model created by 
SPSS included seven independent variables. This satisfied all requirements of multiple 
regression regarding sample size, including the suggestion of Tabachnick and Fidell 
(2006) for a ratio of 40 cases per 1 independent variable in stepwise multiple regression. 
Data were screened for outliers by looking at the scatterplot produced at the end of the 
SPSS output of the regression analysis. The inspection of the scatterplot showed that 
there was one outlying case with a standardised residual outside the -3.3 borderline 
defined by Tabachnick and Fidell (2006). In order to investigate this matter in more 
depth, Mahalanobis distances were inspected. On the basis of the number of 
independent variables in the final model (seven), the critical chi-square value was 
determined, which in this case was 24.32 (Tabachnick and Fidel!, 2006, Table C4). The 
exploration of the Mahalanobis distances confirmed that there was one outlying case in 
the sample, case no. 64, with a value of 34.63. To decide whether to retain or remove 
the outlier, the mean of the distribution for the Mahalanobis distances calculated for this 
multiple regression was compared to the 5% Trimmed Mean (obtained by removing the 
top and bottom 5% of cases and recalculating a new mean). The original mean was 6.87 
and the 5% Trimmed Mean was 6.53. As these two values were very similar, it was 
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decided that the outlier did not pose a major problem to the distribution and it was 
decided to retain this case in the analysis. 
Multicollinearity and singularity of independent variables were tested through the 
collinearity diagnostics of the final regression model. Results indicated that there was 
no presence of multicollinearity or singularity because the tolerance values for each 
independent variable ranged from . 77 to . 97. Correlations between the dependent 
variable and the independent variables included in the final model ranged between . 16 
and . 50. 
Normality, linearity and homoscedasticity were also checked. The Normal Probability 
Plot showed that the points lied in a reasonably straight diagonal line, suggesting no 
major deviations from normality. The scatterplot showed a concentration of points in 
the origin (0,0) and lack of a systematic pattern, which suggested no violation of the 
assumption of homoscedasticity and linearity. 
8.4.2.3 The regression model for predicting perception of receiving positive 
feedback 
A stepwise multiple regression was performed with the variable `perception of 
receiving positive feedback from teacher' as the dependent variable. A number of 
independent variables hypothesised to influence achievement were entered into SPSS, 
was able to calculate the optimal model of prediction based on these data by using the 
stepwise method. The final model consisted of seven independent (predictor) variables. 
The variables that best predicted the perception of receiving positive feedback from 
teacher were: positive self-concept in music, effort in practice, development of musical 
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identity, perception of being under pressure to continue with music lessons, entity 
theory of ability, low perceived level of anxiety and intrinsic motivation to learn a 
musical instrument. Means and standard deviations of the seven variables included in 
the final model are shown in table 8.13 below: 
Possible scores on 
each variable 
Mean Standard Deviation 
Minimum Maximum 
Positive self-concept in music 3.00 15.00 10.05 2.21 
Effort in practice 4.00 20.00 12.29 2.85 
Development of musical identity 4.00 20.00 11.70 4.57 
Perception of being under pressure to 3.00 15.00 9.30 2.94 
continue with music lessons 
Entity theory of ability 3.00 15.00 9.31 2.35 
Low perceived level of anxiety 1.00 3.00 1.98 . 70 
Intrinsic motivation to learn a musical 4.00 20.00 17.65 2.63 
instrument 
Table 8.13: Means and standard deviations of variables in multiple regression on perception of 
receiving positive feedback from teacher 
Correlations between the variables included in the final model are shown in table 8.14, 
elucidating the results of the multiple regression presented next. The strongest 
relationships were observed between perception of receiving positive feedback from 
teacher and positive self-concept in music, effort in practice and development of 
musical identity. 
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Positive self- 
concept on 
music 
Effort in 
practice 
Development 
of musical 
Identity 
Perception of 
receiving 
pressure to 
continue with 
music lessons 
Entity view on 
ability 
Low 
perceived 
level of 
anxiety 
Intrinsic 
motivation to 
learn a 
musical 
instrument 
Effort in practice . 333"" 
Development of . 280" . 336" musical Identity 
Perception of . 083 . 052 . 116* receiving 
pressure to 
continue with 
music lessons 
Entity view on . 003 -. 040 . 
067 . 090 ability 
Low perceived . 259" . 103* . 052 . 027 -. 006 level of anxiety 
Intrinsic . 175" . 330" . 247" -. 
112" -. 109" . 023 motivation to 
learn a musical 
Instrument 
Reception of . 504** . 456"' . 407"' . 
239" . 163** . 243" . 245** positive feedback 
from teacher 
". Correlation is significant at the 0.01 level (2-tailed) 
". Correlation is significant at the 0.05 level (2-taled) 
Table 8.14: Correlations of variables in multiple regression on perception of receiving positive 
feedback from teacher 
Results showed that this model as a whole was statistically significant [F = 41.41, df 
7, p< . 000 1). The effect size, as calculated 
by the multiple R was . 678, R2 = . 46 and the 
adjusted R2 = . 45, indicating that the model explained 45% of the variance in perception 
of receiving positive feedback from teacher. The contributions of the individual 
predictors are summarised in table 8.15 below: 
Beta weight t Significance 
Positive self-concept In music . 309 6.95 <. 0001 
Effort In practice . 245 5.40 <. 0001 
Development of musical Identity . 176 4.00 <. 0001 
Perception of being under pressure to . 175 4.29 <. 0001 
continue with music lessons 
Entity theory of ability . 156 3.85 <. 0001 
Low perceived level of anxiety . 122 2.96 . 003 
Intrinsic motivation to learn a musical . 101 2.30 . 022 instrument 
Table 8.15: Contribution of individual variables in multiple regression on perception of receiving 
positive feedback from teacher 
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The results suggested that a student's perceived reception of positive feedback from 
their teacher was predicted by a positive self-concept in music, investment of effort into 
practice, development of a positive musical identity, motivation by social factors to 
engage with music (perceived that they were under pressure to continue with music 
lessons - continued lessons in an effort to please family and teacher), holding an entity 
view regarding ability, having low perceived levels of anxiety and intrinsic motivation 
to learn a musical instrument. In terms of performance anxiety, students' score on the 
AMPAS was not a significant predictor of positive feedback, but how students 
perceived themselves in relation to anxiety was. Positive feedback was related to 
perceptions of being less anxious as a performer. This might mean that students that 
perceived themselves to be more anxious tended to perceive the feedback they received 
as being more negative compared to less anxious students. The fact that social 
motivational factors influenced the perceptions of feedback was interesting. One 
explanation may be that students that believed that their parents and / or teacher wanted 
them to continue taking music lessons appreciated that their insistence reflected the fact 
that they considered them to have potential in music and be competent performers, 
which caused them to perceive any feedback from them in a more positive way. It is 
interesting to note that whilst nationality, age, low self-efficacy, sensitivity to degree of 
self-exposure, total score on the AMPAS and effect of performance environment quality 
on anxiety predicted Grade level achievement, they did not predict the perception of 
receiving positive feedback from teacher. Additionally, although effort in practice, 
development of musical identity, perception of being under pressure to continue with 
music lessons, low perceived level of anxiety and intrinsic motivation to learn a musical 
instrument predicted the perception of receiving positive feedback from teacher, they 
did not predict Grade level achievement. Positive self-concept in music and entity 
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theory of ability were the only variables common to both regression models dealing 
with student attainment. 
The significant predictors of perception of receiving positive feedback can be 
summarised under five conceptual areas: a) how students saw themselves, as evidenced 
by positive self-concept and low perceived level of anxiety, b) effort, as evidenced by 
investment of effort into practising, c) identity development, as evidenced by 
development of musical identity, d) motivation, as evidenced by the perception of 
receiving some form of pressure to continue with music lessons, which implies that 
these students continued their learning in order to please others (social motivational 
factor) and intrinsic motivation to learn a musical instrument (internal motivational 
factor) and e) beliefs about ability, as evidenced by entity theory of ability. 
8.5 Summary 
Results from the multiple regression with `total score on the AMPAS' as the dependent 
variable suggested that a student's score on the AMPAS was best predicted by how the 
students saw themselves (evidenced by self-perceptions such as perceived level of 
anxiety, self-concept, self-efficacy and perfectionism), how they were influenced by 
situational parameters (audience presence, degree of self-exposure and venue), their 
individual identity and culture (nationality) and their family environment (parental 
attitudes towards the student). Higher scores on the AMPAS were related to higher 
perceived levels of anxiety, negative self-concept, low self-efficacy beliefs, 
perfectionism, experience of heightened anxiety in the presence of an audience, 
sensitivity to anxiety when feeling highly exposed, an increase of anxiety when playing 
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in threatening or uncomfortable venues, being of Cypriot nationality and a perception of 
parents being critical and having high expectations. 
Results from the discriminant analysis suggested that the best predictor for 
distinguishing between highly anxious performers and the other two groups (moderately 
and low anxious) was Function 1, which was named `experience of maladaptive 
performance anxiety'. Highly anxious performers were distinguished from moderately 
and low anxious performers by the fact they were more susceptible to experiencing 
maladaptive performance anxiety, held negative views of themselves, were sensitive to 
situational parameters (audience presence, high levels of exposure, bad quality of 
performance environment), did not put as much effort in practising and, finally, 
perceived the feedback they received more negatively. It was also indicated that low 
anxious students experienced adaptive performance anxiety. 
Results from the multiple regression on `first study instrument Grade level achieved' 
showed that Grade level achieved was best predicted by variables related to identity and 
culture (nationality), position on the developmental continuum of adolescence (age), 
situational parameters (sensitivity to degree of self-exposure and influence of 
performance environment), level of performance anxiety (total score on the AMPAS), 
how students saw themselves as musicians (self-concept in music and self-efficacy 
beliefs) and views about ability (entity theory of ability). Students' perceived level of 
anxiety (which may be considered to be a more `subjective' measurement) was not a 
significant predictor of Grade level achievement. Achievement of higher Grades was 
related to higher scores on the AMPAS (which can be considered to be a more 
`objective' measurement). This suggests that students in higher Grades tended to be 
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more anxious. Overall, achievement of higher Grades was related to students being of 
British nationality, older, less sensitive to anxiety when feeling more exposed, less 
influenced by the characteristics of the performance environment, having a positive self- 
concept in music, high self-efficacy beliefs, holding an entity view regarding ability and 
evidencing higher levels of performance anxiety. The higher levels of performance 
anxiety may relate to increased competition as students become more expert. 
Results from the multiple regression with `perception of receiving positive feedback 
from teacher' as a dependent variable suggested that it was best predicted by how 
students saw themselves (self-concept and perceived level of anxiety), effort (effort put 
in practising), identity development (development of musical identity), social 
motivation (perception of pressure to continue with music lessons and continuation in 
order to please others), internal motivation (intrinsic motivation to learn a musical 
instrument) and beliefs about musical ability (evidenced by an entity theory of ability). 
Students' score on the AMPAS (which can be considered to be a more 'objective' 
measurement) was not a significant predictor of perception of positive feedback, but the 
perceptions of students regarding their performance anxiety level (which can be 
considered to be a more `subjective' measurement) were. Perceptions of receiving 
positive feedback were related to perceptions of being less anxious as performers. This 
indicated that perceived anxiety levels were related to how students perceived the 
feedback others gave them. Overall, perception of receiving positive feedback was 
related to having a positive self-concept in music, perceptions of being less anxious as a 
performer, putting effort in practice, development of positive musical identity, being 
driven by both internal and social motivational factors to engage in instrumental 
learning and, finally, having an entity view regarding ability. 
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Chapter 9 
Approaches 
performance 
9.1 Introduction 
to instrumental learning and 
This chapter explores students' approaches to instrumental learning and performance 
and focuses on research question 5 (What are adolescent musicians' approaches to 
instrumental learning and performance? ). The approaches were derived using principal 
components factor analysis, based on statements relating to a range of learning and 
performance issues. All continuous variables from sections B and C of the questionnaire 
(see tables 5.3 and 5.4 in chapter 5 for a detailed description) were included in the 
principal components factor analysis, which revealed four distinct components. Scores 
from the extracted components were compared using multivariante analysis of variance 
(MANOVA) to explore whether differences in nationality, gender and age were present. 
Three multiple regressions were conducted, which aimed at investigating the 
contributions of the extracted components on attainment, amount of weekly practice and 
number of annual public performances of the students. 
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9.2 Theoretical considerations relating to principal 
components factor analysis 
Factor analysis is a data-reduction technique designed to reduce a large number of 
variables to a smaller number of coherent subsets or factors (Green and Salkind, 2005). 
Its aim is to produce a smaller number of factors or components, by grouping variables 
based on their inter-correlations, in such a way that most of the variability in the pattern 
of correlations is accounted for (Pallant, 2001). Variables that correlate with one another 
and which are independent of other subsets of variables are combined into a single 
factor (Tabachnick and Fidel!, 2006). Factor analysis can be used in the development 
and evaluation of tests and scales, where a large number of individual test items can be 
reduced to develop a smaller number of subscales. Additionally, factor analysis can be 
used to reduce a large number of related variables to a smaller number so that data arc 
more manageable for use in other statistical analyses, such as multiple regression or 
multivariate analysis of variance (Pallant, 2001). 
Two distinct techniques can be denoted under the term factor analysis. These are 
principal components analysis (PCA; also called exploratory factor analysis) and factor 
analysis (FA; also called confirmatory factor analysis). These arc closely related 
techniques and have been used interchangeably by researchers (Pallant, 2001). It has 
become common to consider PCA as a method of factor analysis and both have thus 
been treated within the same framework, one example being the SPSS software package 
(Bartholomew et al., 2002). Although sharing similarities in the sense that both 
techniques attempt to produce a smaller number of linear combinations of the initial 
variables by capturing most of the variability in the pattern of correlations between the 
variables, the two techniques can be distinguished in a number of ways. PCA is 
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described by Bartholomew et al. (2002) as a descriptive technique that is aimed at 
expressing the structure of a data matrix in a small number of dimensions or 
components. In contrast, factor analysis is described as a model-based technique, where 
a statistical model is assumed with a fixed number of factors (Bartholomew et at., 
2002). The concepts that the extracted factors represent may be assumed prior to the 
analysis (Bartholomew et al., 2002). Another difference is that in PCA, when the 
original variables are transformed into a smaller set, all of the variance in the variables 
is accounted for, whilst in FA, because the factors are estimated based on a 
mathematical model, only the shared variance of the variables is analysed (Tabachnick 
and Fidell, 2006). PCA is associated with theory development, whilst FA is associated 
with theory testing and is often performed through structural equation modelling 
(Tabachnick and Fidell, 2006). It should be noted that the term factor analysis is often 
used when referring to both techniques and the word `factor' is sometimes employed to 
refer to the output from both principal components analysis and factor analysis by some 
authors (Pallant, 2001). 
In order to explore the inter-relationships among the variables in the datasct derived 
from the questionnaire, principal components analysis (PCA) was carried out. The 
reason for the preference for PCA instead of FA was the nature of the inquiry at this 
stage of the research. This was to reveal the underlying characteristics of instrumental 
learning and performance in relation to the reported data. 
There are three main stages in the process of conducting a principal components 
analysis. 
250 
1. The first stage is assessing the suitability of the data for factor analysis. The 
main issues to consider are sample size and the strength of the relationship 
between variables (Pallant, 2001). With respect to sample size, it is generally 
accepted that the larger the size of the sample, the better. Authors offer various 
suggestions regarding appropriate sample size for factor analytic techniques. 
Tabachnick and Fidell (2006) suggest having at least 300 cases. Kline (2000) 
suggests having about 200 participants in order for the standard error of the 
correlations to be reduced to small proportions and sets an absolute minimum at 
100 participants. There is no clear agreement, but sample size requirements 
have 
been reduced over the past years, as more research has been conducted 
(Stevens, 
1996). Some researchers have focused their attention on the ratio of cases to 
variables. Whist earlier researchers (Nunnally, 1978) recommended 10 cases for 
each variable to be included in the analysis, more recently, 5 cases per variables 
have been suggested (Tabachnick and Fidell, 2006). Regarding the strength of 
the relationship between variables, it has been suggested that the correlation 
matrix should be inspected and that it should be ensured that there arc a number 
of coefficients greater than .3 (Tabachnick and Fidell, 2006). The Kaiser-Meyer- 
Olkin Measure of Sampling Adequacy (KMO) and Bartlett's Test of Sphericity 
are available in SPSS and assess the suitability of the data for factor analysis. It 
has been suggested that the KMO value should be greater than .5 (Field, 2000) 
or .6 (Tabachnick and Fidell, 2006). Bartlett's test should be significant (p <. 05) 
for factor analysis to be considered appropriate (Pallant, 2001). Additionally, the 
anti-image matrix of covariances and correlations should be inspected. This 
matrix measures the sampling adequacy of each variable on the diagonal and the 
negatives of the partial correlations / covariances on the off-diagonals (Field, 
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2000). The diagonal elements should have values above .5 and the off-diagonal 
elements should be close to zero (Field, 2000). 
2. The second stage in the process of principal components analysis is factor 
extraction and the third is factor rotation. The aim of factor extraction is to 
determine the number of the extracted components (Green and Salkind, 2005). A 
number of criteria have been suggested in the literature for determining the 
number of components or factors. One is the Kaiser criterion (Kaiser, 1960), in 
which the components retained are the ones with an eigenvalue greater than 1. 
Another criterion is the scree test proposed by Cattcll (1966), in which the plot 
of the eigenvalues is observed. The components or factors retained are the ones 
in the sharp decent of the plot, before the eigenvalucs begin to level off (Green 
and Salkind, 2005). It has been argued that this criterion yields accurate results 
more frequently than the Kaiser criterion (Green and Salkind, 2005). 
3. Factor rotation is conducted after the decision regarding the number of 
components or factors to be retained is made. The aim of factor rotation is to aid 
interpretation by presenting the pattern of loadings in a manner that is easier to 
interpret (Pallant, 2001). The main approaches to factor rotation are orthogonal 
and oblique rotation methods. Orthogonal rotation methods assume that the 
extracted factors are uncorrelated and have the advantage of facilitating 
interpretation (Tabachnick and Fidell, 2006). Of the orthogonal rotation 
methods, the Varimax rotation technique is the most commonly used 
(Tabachnick and Fidell, 2006). Oblique rotation methods offer the conceptual 
advantage that the extracted factors can be correlated, but have the disadvantage 
of being more difficult to interpret (Tabachnick and Fidel!, 2006). The most 
commonly used oblique rotation technique is the Direct Oblimin (Pallant, 2001). 
252 
9.3 Underlying components regarding approaches to 
instrumental learning and performance 
9.3.1 Tests for assessing suitability of data 
In the current analysis, the size of the participant sample for the principal components 
factor analysis included 390 cases with no missing values. Prior to conducting the factor 
analysis, the data were tested for outliers. A standard multiple regression was conducted 
with Case Number as the dependent variable and the variables to be included in the 
factor analysis as independent variables (twenty-three variables). Through requesting 
Mahalanobis distances, it was possible to identify cases that were outside the 49.73 
critical chi-square value (Tabachnick and Fidell, 2006, Table C4). Six cases were 
identified as outliers, case no. 374 (value 73.14), case no. 64 (value 71.11), case no. 364 
(value 61.29), case no. 181 (55.42), case no. 136 (value 52.50) and case no. 402 (value 
50.10). As outlying cases can have more impact on the factor solution than other cases 
(Tabachnick and Fidell, 2006), the factor analysis was conducted both with the outlying 
cases and without them. The two solutions were compared and, as the two solutions 
were very similar, it was decided to retain the six outlying cases. 
The KMO measure of sampling adequacy and Bartlett's Test of Sphericity were 
explored. The KMO value was . 801 and Bartlett's Test of Sphericity was significant (p 
< . 0001). It was, therefore, concluded that the data were suitable for factor analysis. 
Regarding the strength of the relationships between variables, the correlation matrix was 
inspected to ensure that a number of coefficients greater than .3 were present. This 
condition was met. The anti-image matrix of covariances and correlations was also 
inspected. The condition for the Measure of Sampling Adequacy along the diagonal was 
253 
met, as all values were above . 5. The off-diagonal elements were all close 
to zero. 
Multicollinearity and singularity were tested through requesting the Determinant of the 
correlation matrix. The determinant value was . 002, which was considered to 
be 
satisfactory'. 
9.3.2 The extracted components 
Using the unrotated solution of the principal components analysis, decisions were made 
regarding the number of components to be retained for further analysis (rotation). Three 
methods were taken into account. The first was the Kaiser criterion, the second was an 
examination of the scree plot of the eigenvalues and the third was interpretability of the 
solution. The unrotated solution of the principal components analysis revealed six 
components with eigenvalues above the value of 1. The first component had an 
eigenvalue of 4.87, the second an eigenvaluc of 2.34, the third an cigcnvaluc of 1.68, 
the fourth an eigenvalue of 1.48, the fifth had an cigenvaluc of 1.17 and the sixth 
component an eigenvalue of 1.06 (see Appendix D). The observation of the scree plot 
showed a break after the fourth component and it was decided to retain four components 
for further analysis (see Appendix D). The Varimax rotation method was used to ensure 
that the extracted components were uncorrelated and to facilitate interpretation. The 
factor scores from the rotation of the four factors were saved using the Anderson-Ruben 
method, which ensures that factor scores are uncorrelated (Field, 2000), to enable their 
use in further analyses. The four components overall explained 45.1% of the variance. 
The rotated solution was considered to be satisfactory from an interpretation point of 
view and is presented in table 9.12 below: 
1 The determinant should be over 0.00001 to ensure that multicollinearity or singularity is not present 
(Field, 2000). 
2 Please note that in the rotated solution table loadings under .3 have been suppressed. 
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Corn onent 
Negative 
perceptions of 
the impact of 
Achievement, anxiety, low self- 
Susceptibility to positive musical confidence and Self-reliance and 
maladaptive identity and lack of Intrinsic 
anxiety effort motivation motivation 
1 2 3 4 
Evidence of pre-evaluation . 775 anxiety 
Description of negative . 764 
experiences in performance 
Experience of physiological . 756 
symptoms of anxiety 
Experience of heightened . 746 
anxiety in the presence of an 
audience 
Sensitivity to degree of self- . 562 
exposure 
Negative outcome expectancies . 559 
Comment on negative effects of . 548 . 330 anxiety 
Positive self-concept in music -. 442 . 401 . 398 
Effect of performance . 421 
environment quality on anxiety 
levels 
Perception of receiving positive -. 308 . 674 feedback from teacher 
Development of musical Identity . 617 
Perception of being under . 474 
pressure to continue with music 
lessons 
Effort in practice . 448 -. 407 
Perfectionism . 338 . 399 
Negative perception of anxiety . 695 
Low self-efficacy In music . 434 . 550 
Intrinsic motivation to learn a -. 515 . 326 musical instrument 
Entity theory of ability . 430 . 475 
Incremental theory of ability -. 435 
Concern about others' -. 559 judgment 
Concern on others' responses . 386 -. 514 to playing 
Perception of critical parents . 506 with high expectations 
Perception of supportive and -. 332 . 476 encouraging parents 
Table 9.1: Four-component solution after Varimax rotation 
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The interpretation of the four components was based on the sets of loadings of the 
variables under each component. More importance was attached to the variables with 
higher loadings under each component. 
Component 1 was characterised most prominently by variables relating to the 
experience of high levels of pre-evaluation anxiety, by negative performance 
experiences and the experience of physiological symptoms of anxiety during 
performance. The negative effects of anxiety were highlighted, together with negative 
outcome expectancies. This component was labelled `susceptibility to maladaptive 
anxiety' and was related to the experience of heightened anxiety in the presence of an 
audience, sensitivity to degree of self-exposure (perception of higher self-exposure 
related to increased anxiety levels), an influence of the quality of the environment on 
anxiety levels (uncomfortable and / or threatening performance environment increases 
anxiety), a need for perfectionism, low self-efficacy in music, a negative musical self- 
concept, concern regarding others' reactions to playing and the perception of receiving 
negative feedback from teacher. This component accounted for 18.88% of the variance. 
Component 2 focused on the perception of positive feedback and the development of 
musical identity. Effortful practice was also present, along with the perception of being 
under pressure to continue with music lessons. These two variables may be connected in 
that pressure to continue playing may also extend to practice. Perception of receiving 
positive feedback is one of the most predominant variables in component 2, which 
might be related to the devotion of effort into practising. Positive self-concept in music 
may be related to the perception of positive feedback and a general sense of 
achievement in music. Perfectionism and an entity theory of ability also appeared. This 
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component was named `achievement, positive musical identity and effort' and it 
accounted for 9.41 % of the variance. 
Component 3 focused on negative perceptions regarding anxiety's effects on career. The 
most prominent variables were a negative perception of anxiety, in combination with 
low self-efficacy in music, lack of intrinsic motivation to learn a musical instrument, an 
entity (relatively fixed) theory of ability, lack of effort in practice and the perception of 
unsupportive parents. This component was named `negative perceptions of the impact 
of anxiety, low self-confidence and lack of motivation' and it accounted for 9.19% of 
the variance. 
Component 4 reflected an apparent lack of concern regarding others' opinions. A 
positive self-concept in music and intrinsic motivation to learn a musical instrument, 
coupled with a lack of concern regarding other people's judgements combined to 
indicate strong self-reliance. This component was named `self-reliance and intrinsic 
motivation'. Despite the influence on self-reliance, the influence of parental attitudes 
was strong. This may imply that the development of self-reliance and autonomy is 
related to the active involvement of parents, through offering support and constructive 
feedback (criticality in feedback can sometimes be constructive). A positive self- 
concept in music allied to an intrinsic motivation to learn a musical instrument were 
also present in this component, which accounted for 7.60% of the variance. 
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9.4 Differences in nationality, gender and age across the four 
extracted components 
Multivariate analysis of variance (MANOVA) was used to investigate the effects of 
nationality, gender and age and their interactions on the four components. Results 
showed significant main effects for nationality [F (4,289) = 24.95, p< . 0001, Wilks' A 
= . 743, partial il 
2= 
. 257] and gender [F (4,289) = 6.52, p< . 0001, Wilks' A= . 917, 
partial il 2= . 083], but not for age group [F (4,289) = 1.78, p= . 132, Wilks' A= . 976, 
partial rl2 = . 024]. Nationality explained 
25.7% of the variance on a linear combination 
of the dependent variables (a large effect), whilst gender explained 8.3% of the variance 
(a moderate effect). 
Interactions between the variables were also explored. A significant interaction was 
indicated between nationality and gender [F (4,289) = 5.18, p< . 0001, Wilks' A =. 933, 
partial rl2 = . 
067]. This interaction explained 6.7% of the variance on a linear 
combination of the four components (a moderate effect). The interaction between 
nationality and gender was observed on `self-reliance and intrinsic motivation'. Cypriot 
female students were more self-reliant and intrinsically motivated compared to Cypriot 
male students [females (M = . 77, SD = . 85), males (M = . 16, SD = . 95)]. The opposite 
was the case for the British students. British female students were less self-reliant and 
intrinsically motivated compared to the British male students [males (M = -. 38, SD = 
. 79), 
females (M = -. 55, SD =. 76)]. 
Another significant interaction was indicated between nationality and age group [F (4, 
289) = 2.78, p= . 027, Wilks' A= . 963, partial 112 = . 037]. This interaction explained 
3.7% of the variance on a linear combination of the four components (a small effect). 
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The interaction between nationality and age group was observed on `susceptibility to 
maladaptive anxiety'. British students tended to get more susceptible to maladaptive 
anxiety as they became older [12-15 years old (j = -. 38, SD = . 78), 16-19 years old 
(M 
= . 05, SD = . 94)]. 
The opposite was the case for Cypriot students, as they tended to get 
less susceptible to maladaptive performance anxiety as they became older [12-15 years 
old (M = . 25, SD =1.13), 16-19 years old 
`N[ _ . 07, SD = 1.02)]. 
Non significant interactions were observed between gender and age group [F (4,289) 
. 473, p= . 
755, Wilks' A= . 993, partial ii2 = . 
007] and between nationality, gender and 
age group [F (4,289) = . 83 1, p= . 506, 
Wilks' A= . 989, partial 11 
2= 
. 011 
]. More details 
on the effects of nationality, gender and age across each of the components arc given 
below. 
9.4.1 Nationality 
Differences in nationality were observed in the components `susceptibility to 
maladaptive anxiety' and `self-reliance and intrinsic motivation', but not in 
`achievement, positive musical identity and effort' and `negative perceptions of the 
impact of anxiety, low self-confidence and lack of motivation'. 
There was a significant difference in scores for `susceptibility to maladaptive anxiety' 
between the two nationalities [Cypriot (M = . 16, SD = 1.08), British (J 1= -. 17, SD = 
. 88), p= . 011, partial i2 = . 
022]. The Cypriot students showed more susceptibility to 
maladaptive anxiety compared to the British students. Nationality explained 2.2% of the 
variance in `susceptibility to maladaptive anxiety', a small effect. 
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There was also a significant difference in scores for `self-reliance and intrinsic 
motivation' between the two nationalities [Cypriot (N[ = . 53, SD = . 94), British (M =- 
. 48, SD = . 77), p< . 0001, partial rI2 = . 231]. The Cypriot students appeared to 
be more 
autonomous and have more intrinsic motivation. The British students seemed to be 
more dependent on others and less intrinsically motivated. Nationality explained 23.1% 
of the variance in `self-reliance and intrinsic motivation', a large effect. 
There were no significant differences in scores for `achievement, positive musical 
identity and effort' [Cypriot (M = . 073 
SD = 1.04), British (M = . 006, SD = 1.02), p= 
831, partial rig > . 0001] or `negative perceptions of the 
impact of anxiety, low self- 
confidence and lack of motivation' [Cypriot (M = . 003, SD = 1.06), British -. 03, 
SD =. 88), p =. 627, partial rig = . 001 ]. 
9.4.2 Gender 
Differences in gender were observed in the components `susceptibility to maladaptive 
anxiety' and `self-reliance and intrinsic motivation', but not in `achievement, positive 
musical identity and effort' and `negative perceptions of the impact of anxiety, low self- 
confidence and lack of motivation'. 
There was significant difference in scores for `susceptibility to maladaptive anxiety' 
between the two sexes [male (M = -. 27, SD =. 85, ), female (I _ . 21, SD = 1.06), p< 
. 0001, partial rl2 = . 053]. Female students were more susceptible than male students to 
maladaptive anxiety. Gender explained 5.3% of the variance in `susceptibility to 
maladaptive anxiety', a small effect. 
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There was also a significant difference in scores for `self-reliance and intrinsic 
motivation' between the two sexes [male (M = -. 12, SD = .9 1), female (M = . 19, SD = 
1.05), p= . 021, partial 112 = . 018]. 
Female students appeared to be more self-reliant and 
be more intrinsically motivated compared to male students. Gender explained 1.8% of 
the variance in `self-reliance and intrinsic motivation', a small effect. 
There were no significant differences in scores for `achievement, positive musical 
identity and effort' [male (M _ -. 05, SD = . 89), female (M = . 11, SD = 1.11), p= . 246, 
partial rl2 = . 005] or 
`negative perceptions of the impact of anxiety, low sclfconfidence 
and lack of motivation' [male (M = . 04, SD = . 99), 
female (M = -. 05, SD = . 97), p= 
. 449, partial 112 = . 
002] . 
9.4.3 Age 
For this analysis, students were categorised into two age groups. The first group 
consisted of students between the ages 12-15 and the second group consisted of students 
between the ages 16-19. The two groups consisted of a similar number of students and 
there was an equal range span. No statistically significant differences according to age 
group were observed in any of the four components. 
There were no significant differences in scores for `susceptibility to maladaptive 
anxiety' [12-15 years old (M = -. 05, SD =1.03), 16-19 years old (M = . 06, SD = . 98)], p 
= . 167, partial rig = . 007], `achievement, effort and positive musical identity' [12-15 
years old (M = . 16, SD = 1.06), 16-19 years old (M = -. 09, SD = . 98), p= . 089, partial 
712 = . 010], `negative perceptions of the impact of anxiety, low self-confidence and lack 
of motivation' [12-15 years old (M = -. 09, SD = . 98), 16-19 years old (fit, = . 06, SD = 
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. 97), p= . 176, partial r12= . 
006] or `self-reliance and intrinsic motivation' [12-15 years 
old (M = . 05, SD = 1.02), 
16-19 years old (M = . 06, SD = 1.00), p= . 612, partial i2 = 
001]. 
9.5 The prediction of exam attainment, quantity of practice 
and frequency of public performing from the four extracted 
components 
Three standard multiple regression analyses were conducted to explore how well the 
four extracted components were able to predict attainment as evidenced through 
students' marks in their last instrumental exam, their amount of weekly practice 
(calculated by multiplying days of practising per week with the length of each practice 
session in minutes) and the number of annual public performances (calculated by 
adding up the number of solo performances with the number of group performances 
carried out in the previous year). Higher scores on these variables indicated higher 
attainment, more practice and a higher number of public performances respectively. 
9.5.1 Tests for assessing suitability of data 
Prior to conducting the analysis, the suitability of the data was assessed. Outliers were 
assessed with Mahalanobis distances. Based on the number of independent variables 
(four), the critical chi-square value was calculated as 13.82 (Tabachnick and Fidell, 
2006, Table C4). Based on this, six cases were identified as outliers, case no. 374 with a 
value of 29.96, case no. 171 with a value of 20.14, case no. 127 with a value of 20.10, 
case no. 136 with a value of 19.43, case no. 364 with a value of 17.53 and case no. 384 
with a value of 14.62. In order to decide whether to retain or remove these six cases, the 
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mean of the distribution for the Mahalanobis distances calculated for this multiple 
regression was compared to the 5% Trimmed Mean. The original mean was 3.99 and 
the 5% Trimmed Mean was 3.61. It was concluded that the outliers did not pose a major 
problem in the distribution, and so they were retained in the multiple regression 
analyses. The sample size (N = 304), which included all variables without missing 
values, was deemed adequate in relation to the number of independent variables (four). 
The collinearity diagnostics for the three regression models presented here ranged 
between, . 997 and . 999. It was concluded that multicollinearity and singularity were not 
a problem in this case. Normality, linearity and homoscedasticity were also checked for 
the three regression models. All three Normal Probability Plots showed the points as 
lying in a reasonably straight diagonal line. This suggested no major deviations from 
normality. The scatterplots showed a concentration of points in the origin (0,0) and lack 
of a systematic pattern. This suggested that there was no violation of the assumption of 
homoscedasticity and linearity. 
The means and standard deviations of the four independent variables used in the three 
multiple regressions are shown in table 9.2 below: 
Mean Standard Deviation 
Susceptibility to maladaptive anxiety -. 007 1.01 
Achievement, positive musical identity and 
effort . 033 1.04 
Negative perceptions of the impact of anxiety, 
low self-confidence and lack of motivation -"003 . 99 
Self-reliance and intrinsic motivation 
, 047 1.01 
Table 9.2: Means and standard deviations of variables included in the multiple regressions 
Correlations between the four independent variables were low, as expected, because of 
the orthogonal rotation. 
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9.5.2 Mark obtained in last instrumental examination 
A standard multiple regression with the variable `mark obtained in last instrumental 
examination' as a dependent and the four components from the factor analysis as 
independent variables was conducted to see how well the four components were able to 
predict achievement in instrumental examinations in the sample. 
The regression model was statistically significant (F = 7.83, df = 4, p< . 0001). The 
effect size, as indicated by the multiple R was . 343, R2 = . 118 and the adjusted R2 = 
. 103. This indicated that the model explained 
10.3% of the variance in mark obtained in 
last instrumental examination taken. The contributions of the independent predictor 
variables included in the regression model are summarised in table 9.3 below: 
Beta weight t Significance 
Susceptibility to maladaptive anxiety -. 148 -2.41 . 017 
Achievement, positive musical Identity and 
effort . 300 4.89 <. 0001 
Negative perceptions of the Impact of anxiety, 
low self-confidence and lack of motivation -. 075 -1.23 . 221 
Self-reliance and Intrinsic motivation -. 060 -. 981 . 328 
Table 9.3: Contribution of individual variables in multiple regression on mark obtained in last 
instrumental examination 
Results showed that the significant predictors were `susceptibility to maladaptive 
anxiety' and `achievement, positive musical identity and effort'. `Negative perceptions 
of the impact of anxiety, low self-confidence and lack of motivation' and `self-reliance 
and intrinsic motivation' did not make a significant contribution to the model. The 
strongest contribution was made by `achievement, positive musical identity and effort', 
with higher values in this variable being related to higher marks in examinations. 
`Susceptibility to maladaptive anxiety' was negatively related to mark obtained in last 
instrumental examination, indicating a relationship with lower achievement. 
264 
9.5.3 Amount of weekly practice 
A standard multiple regression with the variable `amount of weekly practice' as a 
dependent variable and the four components from the factor analysis as independent 
variables was conducted to see how well the four components were able to predict the 
reported quantity of practice undertaken by the students. 
The regression model was statistically significant (F = 22.94, df = 4, p< . 0001). The 
effect size, as indicated by the multiple R was . 499, R2 = . 238 and the adjusted R2 = 
. 227. This indicated that 22.7% of the variance 
in amount of weekly practice was 
explained by this regression model. The contributions of the independent predictor 
variables included in the regression model are summarised in table 9.4 below: 
Beta weight t Significance 
Susceptibility to maladaptive anxiety -. 262 -5.13 <. 0001 
Achievement, positive musical Identity and 
effort . 297 5.83 <. 0001 
Negative perceptions of the Impact of anxiety, 
low self-confidence and lack of motivation -. 287 -5.62 <. 0001 
Self-reliance and intrinsic motivation -. 098 -1.91 . 056 
Table 9.4: Contribution of individual variables in multiple regression on amount of weekly 
practice 
Results indicated that the significant predictors were `susceptibility to maladaptive 
anxiety', `achievement, positive musical identity and effort' and `negative perceptions 
of the impact of anxiety, low self-confidence and lack of motivation'. `Self-reliance and 
intrinsic motivation' did not reach statistical significance, although it was close (p = 
. 056). 
The strongest contribution was made by `achievement, positive musical identity 
and effort', with higher values in this variable being related to a higher amount of 
weekly practice. `Susceptibility to maladaptive anxiety' and `negative perceptions of the 
impact of anxiety, low self-confidence and lack of motivation' were both negatively 
related to the amount of weekly practice. This implied that students were less likely to 
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practise if they were susceptible to maladaptive performance anxiety and held negative 
perceptions about it. 
9.5.4 Number of annual public performances 
A standard multiple regression with the variable `number of annual public 
performances' as the dependent variable was conducted. The four components from the 
factor analysis were used as independent variables. 
The regression model was statistically significant (F = 12.21, df = 4, p< . 0001). The 
effect size, as indicated by the multiple R was . 379, R2 = . 144 and the adjusted 
R2 
. 132.13.2% of the variance 
in number of annual public performances was explained by 
this regression model. The contributions of the independent predictor variables included 
in the regression model are summarised in table 9.5 below: 
Beta weight t Significance 
Susceptibility to maladaptive anxiety -. 213 -3.91 <. 0001 
Achievement, positive musical Identity and 
effort . 222 4.08 <. 0001 
Negative perceptions of the Impact of anxiety, 
low self-confidence and lack of motivation -. 014 -. 266 . 790 
Self-reliance and Intrinsic motivation -. 224 -4.13 <. 0001 
Table 9.5: Contribution of individual variables in multiple regression on number of annual public 
performances 
Results showed that the significant predictors were `susceptibility to maladaptive 
anxiety', `achievement, positive musical identity and effort' and `self-reliance and 
intrinsic motivation'. `Negative perceptions of the impact of anxiety, low self- 
confidence and lack of motivation' did not make a significant contribution. A strong 
contribution was made by `achievement, positive musical identity and effort'. This 
indicated that carrying out more public performances was related to a more positive 
self-image as a musician learning in a supportive environment. `Self-reliance and 
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intrinsic motivation' and `susceptibility to maladaptive anxiety' were negatively related 
to the number of annual public performances. The negative relationship between self- 
reliance and number of public performances may be explained by the fact that some less 
self-reliant students may have sought more opportunities for public performing as a way 
of obtaining external feedback regarding their playing. The negative relationship 
between susceptibility to maladaptive performance anxiety and the number of annual 
performances could be due to the fact that frequent performing helped students feel less 
threatened, more effective in coping with performance nerves and, ultimately, less 
susceptible to maladaptive performance anxiety. 
9.6 Summary 
The principal components factor analysis revealed four uncorrclated components, which 
represented the students' approaches to instrumental learning and performance as 
revealed through students' responses to the questionnaire. The four components were 
interpreted as: 
1. `Susceptibility to maladaptive anxiety' 
2. `Achievement, positive musical identity and effort' 
3. `Negative perceptions of the impact of anxiety, low self-confidence and lack of 
motivation' 
4. `Self-reliance and intrinsic motivation' 
Differences in nationality, gender and age were investigated across the four 
components. Nationality and gender had significant main effects on a linear 
combination of the four components, but not age group. Significant interactions were 
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observed between nationality and gender and between nationality and age group. The 
interaction between nationality and gender was observed on `self-reliance and intrinsic 
motivation'. Cypriot female students were more self-reliant and intrinsically motivated 
compared to Cypriot male students. The opposite was the case for the British students, 
as British female students were less self-reliant and intrinsically motivated compared to 
the British male students. The interaction between nationality and age group was 
observed on `susceptibility to maladaptive anxiety'. British students tended to get more 
susceptible to maladaptive anxiety as they became older. The opposite was the case for 
Cypriot students, as they tended to get less susceptible to maladaptive performance 
anxiety as they became older. These findings indicate that the context in which students 
develop their learning might influence their behaviour and their susceptibility to 
maladaptive anxiety. 
Differences between Cypriot and British students were observed in the components 
`susceptibility to maladaptive anxiety' and `self-reliance and intrinsic motivation'. 
Differences in these two components were also observed in male and female students. 
Cypriot students appeared to be more susceptible to maladaptive performance anxiety, 
yet more autonomous as performers compared to British students, perhaps indicating a 
lesser sense of belonging to a supportive musical community. Female students also 
appeared to be more vulnerable to maladaptive performance anxiety compared to male 
students, although they were less dependent as performers compared to male students. 
This might indicate that males were less self-assured about their judgement and needed 
external reassurance regarding their progress, whilst females were more confident in 
their personal judgement. 
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Predictions of attainment, amount of weekly practice and frequency of public 
performing were explored. Attainment, as measured through students' last examination 
result was best predicted by `susceptibility to maladaptive anxiety' and `achievement, 
positive musical identity and effort'. Higher attainment was related to lower 
susceptibility to maladaptive anxiety and higher achievement, positive musical identity 
and improved practice effort. Increased amounts of weekly practice were predicted by 
higher levels of achievement, positive perceptions of the impact of anxiety and low 
susceptibility to maladaptive performance anxiety. A higher number of public 
performances was predicted by achievement, positive musical identity and increased 
effort on behalf of the students. Frequent public performing was also associated with 
lower susceptibility to maladaptive performance anxiety and lower levels of autonomy 
as a performer. In summary, low susceptibility to maladaptive performance anxiety and 
high achievement were both significant predictors of high attainment, high amount of 
practice and high number of public performances. Positive perception of the impact of 
anxiety was a significant predictor of high amount of practice, whilst a low level of 
autonomy as a performer was a significant predictor of a high number of public 
performances. 
Overall, of the four distinct approaches to instrumental learning and performance, two 
of them indicated positive tendencies in instrumental learning and performance 
('achievement, positive musical identity and effort' and `self-reliance and intrinsic 
motivation') and the other two indicated negative dispositions ('susceptibility to 
maladaptive anxiety' and `negative perceptions of the impact of anxiety, low self- 
confidence and lack of motivation'). 
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Chapter 10 
Performance anxiety in the adolescent musician: 
Types / profiles of instrumental students 
10.1 Introduction 
This chapter presents cluster analysis as an alternative, yet complementary, approach to 
the principal components factor analysis presented in the previous chapter. It focuses on 
research question 6 (Can different instrumental student types be identified? If so, what 
is the relationship between each student type and young musicians' experiences of 
musical performance anxiety? ). Cluster analysis aims at grouping individuals in such a 
way that those that are allocated into a particular group are similar (Bartholomew et al., 
2002). This approach enabled analysis of the student responses through grouping 
students into clusters based on the similarity of their responses. This allowed the 
establishment of types or profiles of students. The chapter begins with a consideration 
of some theoretical issues regarding cluster analysis before embarking on presenting the 
results from the K-Means cluster analysis. The efficiency of the cluster solution is 
assessed using discriminant analysis. Qualitative data from open ended questions (sec 
section 5.4.1 for details) elaborate the student types representative of each cluster. The 
aim is to provide a more in-depth understanding of the characteristics and behaviours of 
each type of student in relation to the development of self-concept, perfectionistie 
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tendencies, attributions of success and failure, self-awareness regarding performance 
anxiety and strategies used to cope with performance anxiety. 
10.2 Theoretical considerations relating to cluster analysis 
Cluster analysis techniques are concerned with exploring data sets to consider whether 
they can be summarised meaningfully in terms of a relatively small number of groups or 
clusters that resemble each other and which are different in some ways from objects in 
other clusters (Everitt et al., 2001). Cluster analysis, although complementary to factor 
analysis, has important differences. The objective of factor analysis, as explained in 
chapter 9, is to explain most of the variability among a number of observable random 
variables in terms of a smaller number of unobservable random variables called factors. 
Cluster analysis on the other hand aims at grouping relatively homogenous casts or 
observations into clusters. Whilst factor analysis deals with grouping variables into 
factors, cluster analysis is concerned with grouping cases (people) or observations that 
have similarities into clusters. 
The first stage of cluster analysis includes the generation of a similarity or distance 
matrix. Following this, a decision about the number of clusters and their interpretation is 
conducted. Finally, the cluster solution is validated (Everitt et al., 2001). The efficiency 
of the cluster solution can be tested using discriminant analysis to predict the 
membership of the clusters (Richardson, 1997; Bradfield and Orlöci, 1975; Green and 
Vascotto, 1978). The validation procedure involves applying discriminant analysis to 
the same data used for the cluster analysis to see how well cluster membership is 
predicted. 
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Cluster analysis techniques are divided into hierarchical clustering techniques and 
optimisation clustering techniques (Everitt et al., 2001). Hierarchical clustering 
techniques are divided into agglomerative and divisive methods. In such methods, the 
classification is not conducted in a single step, but consists of a series of partitions that 
may run from a single cluster containing all the individuals to n clusters each containing 
a single individual (Everitt et al., 2001). Hierarchical classifications are represented by a 
two-dimensional diagram known as a `dendrogram'. The dendrogram illustrates the 
fusions (agglomerative methods) or divisions (divisive methods) made at each stage of 
the analysis. Hierarchical cluster methods suffer from the fact that once individuals have 
been joined or split by the algorithm, the clustering process cannot be reversed and so 
cannot be repaired (Everitt et al., 2001). Hierarchical cluster methods arc appropriate for 
smaller samples, typically less than 250. 
Optimisation clustering techniques partition individuals into a specified number of 
groups by either minimising or maximising a numerical criterion. These methods do not 
form hierarchical classifications of the data like the hierarchical classification methods 
explained above, but divide the participants into non-overlapping subsets (clusters). The 
optimisation clustering technique available in the SPSS software package is K-Means 
cluster analysis. This is a partitioning clustering technique that attempts to find a 
researcher-specified number of clusters (K), which are represented by their centroids 
(Tan et al., 2005). The K-Means algorithm was devised by MacQueen (1967), and is 
composed of the following steps: 
1. Place K points into the space represented by the participants that are being 
clustered. These points represent initial group centroids 
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2. Assign each participant to the group that has the closest centroid 
3. When all participants have been assigned, recalculate the positions of the K 
centroids 
4. Repeat Steps 2 and 3 until the centroids no longer move 
The K-means optimisation technique uses Euclidean distance as a proximity measure in 
order to assign a point to its closest centroid. The desired number of clusters, K, is 
specified in advance and initial cluster centres are chosen in a first pass of the data. 
Following this, each additional iteration groups observations based on the nearest 
Euclidean distance to the mean of the cluster. Cluster centres therefore change at each 
pass and the process continues until cluster means do not shift. 
In many cases, variables included in cluster analysis are measured in different units. 
When all the variables are measured on a continuous scale, one solution to this problem 
is standardising the data to unit variance before conducting the analysis (Everitt et al., 
2001). By standardising the data, arbitrary affects caused by different measuring units 
can be removed, as they are transformed into dimensionless units (Romesburg, 2004). 
Standardisation has the additional advantage of making attributes contribute more 
equally to the similarities across participants (Romesburg, 2004). 
10.3 Profiles of instrumental students 
10.3.1 Tests for assessing suitability of data 
K-Means cluster analysis assumes a reasonably large sample. The sample included in 
the analysis (N=410) was considered to be adequate and to meet this requirement. 
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The data were screened for multivariate outliers, as cluster analysis can be sensitive to 
the inclusion of outliers. In order to investigate the presence of multivariate outliers, a 
multiple regression was conducted using Case Number as the dependent variable and 
the variables planning to be the independent variables in the cluster analysis as 
independent variables. Mahalanobis distances were requested to be saved and on the 
basis of the number of independent variables (twenty-three), the critical chi-square 
value for evaluating Mahalanobis distance values was determined, which in this case 
was 49.73 (Tabachnick and Fidell, 2006, Table C4). The output showed that there were 
five outlying cases outside the critical value. These were case no. 374 (value 73.14), 
case no. 64 (value 71.11), case no. 364 (value 61.29), case no. 181 (value 55.42) and 
case no. 136 (value 52.50). However, as the aim of the cluster analysis conducted in this 
chapter was to identify student types, it was thought that these outlying cases could 
potentially be important in the classification of students into groups, as they could 
indicate particular types of students. The cluster analysis was conducted twice, firstly 
with the inclusion of all cases and secondly with the exclusion of the five outlying 
cases. The two solutions were very close, but it was observed that when the outliers 
were removed, the emerging clusters were not as clearly differentiated. It was concluded 
that the outlying cases were important in differentiating between the different student 
types, and it was decided to retain them in the analysis. Not eliminating outliers from 
the cluster analysis, under specific conditions, has been advocated by some researchers 
(Tan et al., 2005; Romesburg, 2004). Tan et al. (2005) believe that when clustering is 
used for data compression, every point must be clustered and state that, in some cases, 
apparent outliers can be the most interesting points. Romesburg (2004) supports this, 
stating that in cluster analysis, when outliers represent genuine, natural abnormalities, 
they should remain in the analysis, as the purpose of cluster analysis is to describe 
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similarities among participants in a sample and cluster analysis cannot be used to make 
statistical inferences about these relations to a larger population. 
Normality, linearity and homoscedasticity of independent variables were checked 
through the multiple regression conducted to assess the presence of multivariate outliers 
(see above). The Normal Probability Plot of the regression standardised residuals and 
the standardised residuals scatterplot at the end of the multiple regression output were 
inspected. The Normal Probability Plot showed the points in a reasonably straight 
diagonal line, suggesting no major deviations from normality. The scattcrplot showed a 
centralised rectangle, with lack of a systematic pattern, which suggested no violation of 
the assumption of homoscedasticity and linearity. 
The variables used in the cluster analysis were standardized, to enable their comparison 
and to minimize the bias in weighting which may result from differing measurement 
scales and ranges. Standardisation to a z-score format was conducted, transforming the 
variables so that they all had a mean of 0 and a standard deviation of 1. 
10.3.2 The emerging clusters 
K-Means cluster analysis was conducted to identify student types in the dataset. All the 
continuous variables from the dataset (sections B and C of the questionnaire) were 
entered into the analysis (twenty-three variables). The variables were standardised 
before the cluster analysis was carried out. Cluster solutions of six, five, four and two 
clusters were rejected in favour of a three cluster solution. It was considered that this 
solution was more effective in distinguishing between different types of students. The 
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three cluster solution produced clusters broadly containing a similar number of students. 
The number of students in each cluster can be seen in table 10.1 below: 
Cluster N of students 
1 144 
2 121 
3 145 
TOTAL 410 
Table 10.1: Number of students classified in each cluster 
The cluster membership of each case and the distance of each case from the 
classification cluster centre were saved for further analysis. In considering the cluster 
solution, it was important to identify the variables that mostly contributed to the 
separation of the three clusters. For this reason, F statistics were requested as part of the 
cluster analysis to see which variables were significantly different in the three clusters. 
Significance values of lower than . 05 signified that the variable made a significant 
contribution to the differentiation of the clusters. Additionally, the higher the F value of 
a variable the higher its contribution. Results showed that all variables, with the 
exception of two, contributed significantly to the separation of the clusters. These were 
the variables `entity theory of ability' (F = 2.094, p= . 124) and `perception of being 
under pressure to continue with music lessons' (F = . 123, p= . 884). The ten variables 
making the highest contribution were `negative experiences in performance' (F 
160.802, p< . 0001), `experience of heightened anxiety in the presence of an audience' 
(F = 144.564, p< . 0001), `experience of physiological symptoms of anxiety' (F = 
103.985, p< . 0001) `evidence of pre-evaluation anxiety' (F = 86.706, p< . 0005), 
`positive self-concept in music' (F = 76.818, p< . 0001), `sensitivity to degree of self- 
exposure' (F = 75.421, p< . 0001), `perception of receiving positive feedback from 
teacher' (F = 71.234, p< . 000 1), `intrinsic motivation to learn a musical instrument' (F 
= 66.289, p< . 0001), `effort in practice' (F = 66.148, p< . 0001) and `low self-eff icacy 
276 
in music' (F = 59.658, p< . 0001). Table 
10.2 below shows the cluster centres' mean 
values for the variables included in the analysis. Each variable has a mean of 0 and a 
standard deviation of 1. 
Cluster 
1 2 3 
Unmotivated Students Confident 
students susceptible students 
feeling to who 
ineffective maladaptive experience 
but guarding performance adaptive 
self-esteem anxiety performance 
anxiety 
Entity theory of ability -. 13 . 12 . 03 
Concern about others' responses to playing -. 01 . 40 -. 33 
Incremental theory of ability -. 28 . 00 . 27 
Perception of supportive and encouraging parents -. 48 . 22 . 29 
Perception of critical parents with high expectations -. 27 . 20 . 10 
Perception of receiving positive feedback from -. 45 -. 29 . 70 
teacher 
Perception of being under pressure to continue with -. 01 -. 02 . 03 
music lessons 
Development of musical identity -. 34 -. 13 . 42 
Negative perception of anxiety . 17 -. 01 -. 15 
Positive self-concept in music -. 27 -. 51 . 70 
Perfectionism -. 02 . 29 -. 22 
Effort in practice -. 45 -. 27 . 66 
Low self-efficacy in music . 30 . 42 -. 64 
Intrinsic motivation to learn a musical Instrument -. 65 . 14 . 52 
Experience of heightened anxiety In the presence of . 02 . 87 -. 74 
an audience 
Sensitivity to degree of self-exposure -. 09 . 74 -. 54 
Effect of performance environment quality on anxiety -. 21 . 38 -. 11 levels 
Negative outcome expectancies . 05 . 68 -. 60 
Negative experiences in performance -. 07 . 95 -. 71 
Evidence of pre-evaluation anxiety -. 16 . 83 -. 52 
Experience of physiological symptoms of anxiety -. 27 . 90 -. 48 
Concern about others' judgment . 25 -. 02 -. 23 
Comment on negative effects of anxiety -. 14 . 66 -. 40 
Table 10.2: Final cluster centre mean values for each variable included In the analysis 
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10.3.2.1 Cluster 1: Unmotivated students feeling ineffective but guarding self- 
esteem 
Unmotivated students feeling ineffective but guarding self-esteem were most strongly 
characterised by the fact that they were not intrinsically motivated to learn a musical 
instrument. Their parents were not supportive and encouraging and they did not put 
effort into practising. The fact that they did not perceive receiving positive feedback 
from their teacher was an indication that they felt inefficient and unsuccessful as 
performers. Unsurprisingly, these students had not developed a strong sense of musical 
identity, had low-self-efficacy beliefs and a negative self-concept in music. They also 
held an entity view regarding ability. Of the three groups of students, this group was the 
one with values closest to the mean 0 on the variables `evidence of pre-evaluation 
anxiety' and `experience of physiological symptoms of anxiety'. This showed that this 
group experienced moderate arousal levels in general. Qualitative data (see section 
10.7.2.1 below) suggested that this group of students tried to protect their self-esteem 
through their behaviour. 
10.3.2.2 Cluster 2: Students susceptible to maladaptive performance anxiety 
Students susceptible to maladaptive performance anxiety were characterised by the fact 
that they had negative experiences in performance and experienced physiological 
arousal more intensely. They had the highest score on the variables `experience of 
physiological symptoms of anxiety' and `evidence of pre-evaluation anxiety'. They 
were more anxious when an audience was present in their performances and had high 
pre-evaluation anxiety. In addition, their anxiety was influenced by how exposed they 
felt when performing (they felt more anxious when playing solo as opposed to playing 
in an orchestra, for example), they had negative outcome expectancies, stressed the 
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negative effects of performance anxiety, had a negative self-concept in music, low self- 
efficacy beliefs and perfectionistic tendencies. All the above made these students less 
self-confident and more vulnerable to experiencing maladaptive performance anxiety. 
They did not perceive that they received positive feedback from their teacher, which 
may have meant they were not successful in general terms or that they interpreted 
feedback in a negative way. They also indicated that they did not invest much effort in 
practising, suggesting that there is a relationship between motivation for practice and 
experience of musical performance anxiety. 
10.3.2.3 Cluster 3: Confident students who experience adaptive performance 
anxiety 
Confident students who experience adaptive performance anxiety felt motivated in the 
presence of an audience and had positive experiences of performance. They had a 
positive self-concept in music and were confident players. They were intrinsically 
motivated, practised a lot and received positive feedback from their teacher. They also 
had a strong sense of musical identity. They had some experience of physiological 
arousal and pre-evaluation anxiety, but their arousal and anxiety remained at low and 
manageable levels with values -. 52 and -. 48 on the variables `evidence of pre-evaluation 
anxiety' and `experience of physiological symptoms of anxiety' respectively. 
10.3.2.4 Distances between cluster centres 
Distances between final cluster centres were inspected to see which clusters were most 
different. Table 10.3 shows the Euclidean distances between the final cluster centres for 
the three clusters. 
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Cluster 1 2 3 
1 2.868 3.119 
2 2.868 4.423 
3 3.119 4.423 
Table 10.3: Euclidean distances between final cluster centres 
Cluster 1 (unmotivated students feeling ineffective but guarding self-esteem) was 
mostly different to cluster 3 (confident students who experience adaptive performance 
anxiety). Cluster 2 (students susceptible to maladaptive performance anxiety) was also 
mostly different to cluster 3. Cluster 3 was mostly different to cluster 2. 
10.4 Validation of cluster solution 
10.4.1 Assessment of cluster solution efficiency 
Discriminant analysis was carried out on the data to explore how efficient the cluster 
solution was. The 3 clusters of students formed the groups for the discriminant analysis. 
As the groups included in the analysis were three, two discriminant functions were 
calculated. The two functions had a significant overall Wilk's lambda (A = . 15,2 (46) = 
548.64, p< . 0001). After removal of the effects of the 
first function, the second 
discriminant function was also statistically significant (A = . 51, )? (22) = 196.95, p< 
. 0001). Both 
discriminant functions were successful at discriminating between the three 
groups of students. The first discriminant function accounted for 71% of the variance in 
the solution and the second one for 29%. The values of q2 show how much of the 
variability in scores within each function are accounted for by differences amongst the 
three groups of students. The first function had an eigenvalue of 2.36 and a canonical 
correlation of . 84. The rig, obtained 
by squaring the canonical correlation was . 71, 
indicating that 71% of the variability of the scores for the first discriminant function 
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was accounted for by differences among the three groups of students. The second 
function had an eigenvalue of . 972 and a canonical correlation of . 70. The rl2 was . 49, 
indicating that 49% of the variability of the scores for the second discriminant function 
was accounted for by differences among the three groups of students. The loading 
matrix of the correlations between predictors and discriminant functions is shown in 
table 10.4 below: 
Pooled within-groups correlations between discriminating variables and standardized canonical 
discriminant functions 
Variables ordered by absolute size of correlation within function. 
* Largest absolute correlation between each variable and any discriminant function 
Function 
1 2 
Negative experiences in performance 
. 589(") . 144 
Experience of heightened anxiety in the presence of an 
audience . 551(') . 063 
Sensitivity to degree of self-exposure 
. 448(") . 073 
Experience of physiological symptoms of anxiety 
. 425(") . 334 
Negative outcome expectancies 
. 407(") . 034 
Evidence of pre-evaluation anxiety 
. 392(") . 263 
Positive self-concept in music -. 369(") . 157 
Low self-efficacy in music 
. 300(") -. 219 
Negative effects of anxiety 
. 295(") . 136 
Concern about others' responses to playing 
. 205(") . 015 
Perfectionism 
. 098(") . 038 
Perception of being under pressure to continue with 
music lessons -. 036(") -. 030 
Intrinsic motivation to learn a musical instrument -. 126 616(") 
Perception of supportive and encouraging parents -, 044 . 391(') 
Effort In practice -. 273 . 389(') 
Perception of receiving positive feedback from teacher -. 324 . 349(') 
Development of musical identity -. 177 . 269(") 
Effect of performance environment quality on anxiety 
levels . 124 . 216(') 
Concern about others' judgment 
. 074 -. 200(") 
Incremental theory of ability -. 062 . 189(-) 
Perception of critical parents with high expectations 
. 023 . 179(") 
Negative perception of anxiety 
. 068 -. 156(") 
Entity theory of ability 
. 027 . 115(') 
Table 10.4: Correlations between predictor variables and functions 
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In interpreting the two functions, variables with a correlation of .2 and above were taken 
into account. Variables that correlate below .2 with a function have a weak association 
with it (Hedderson, 1991). 
Function 1 was named `maladaptivity and ineffectiveness'. It focused on issues that 
made students vulnerable to experiencing maladaptive performance anxiety, such as 
negative experiences in performance, experience of heightened anxiety in the presence 
of an audience, sensitivity to the degree of self-exposure, experience of physiological 
symptoms of anxiety, a negative perception of oneself, low self confdence and a lack 
of effort. The perception of receiving negative feedback from the teacher was also an 
important variable in this function. 
Function 2, which is orthogonal to the first function, was named `motivation, success 
and confidence'. The focus of this function was intrinsic motivation to learn a musical 
instrument. Other important variables included supportive and encouraging parents, 
effort in practice, positive feedback and development of musical identity. 
The canonical discriminant functions were evaluated at group means. This allowed the 
three cluster groups to be viewed in relation to the two discriminant functions. Table 
10.5 summarises the results: 
Function 
Cluster Number of Case 1 2 
1 . 237 -1.362 
2 2.018 . 851 
3 -1.755 . 581 
Unstandardized canonical discriminant functions evaluated at group means 
Table 10.5: Group centroids for discriminant functions 
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Function I (nialadaptivity and inellcctivcncss) mostly distinglºi, lºcd clusters 2 and . 
These two groups of' students were at the opposite end 0I* the sped ruin vvitIi i't sIpect to 
per! ormancc anxiety, as cluster 3 cxpcricnccd , ºý aptive lýýrýýºrnºanýý , ºn. ýiý lý IIº, it 
enhanced performance, whilst cluster 2 experienced n aladLiptivc peFIt)rni; incc ; ifxicIV 
that obstructed their pcr! i rmance. 
FLlllClion 2 (motivation, success and confi(lcilce) nmustlvv distiiiJ2, uisIicd clusters I and '. 
Cluster I included students that were unmotivated and tell they wirre uIIMICcessI'll l, 
whilst cluster 2 included students that wel*e motivated, at least to sonic cxtciit, hut. 
possibly clue to performance anxiety, were unsuccessI'll l as perli6rººiers. 
10.4.2 Cluster group membership i)redictiou 
Cluster group membership prediction wati next assessed. ('Iassilication results slimNcd 
how well student group membership could he predicted by usin' ,i el i. titiilir, ºliýýn 
function. Results arc shown in tahlc 10.6 bcl v: 
Classification Rosults(b, c) 
I Iruduaed Gootip Member-ship 
Cluster Number of Case 1 2 3 1 ufal 
Original Count 1 91 t 103 
2 f6 80 1 tt/ 
3 12 111 114 
%/, 1 88.3 29 t1 i n I (A) 
2 69 92.0 11 1 
3 918 97,4 lun ct 
Cross valiidated(a) Count 1 5 14 103 
2 
3 3 114 
(yo 1 81.8 4 1) 13 s 1 M1 n 
2 aß. 1 ' , t, rt r) 3 26 . ý 94 1H1 u 
ä truss VdIrualrun Is uurne urny rUI cause cases m tale anaiysis in cross vanaation, cacrt c, r, r La il"t I nw 
functions derived from all cases other than that case 
b 92.8% of original grouped cases correctly classified. 
c 87.5% of cross-validated grouped cases correctly classified 
Table 10.6: Group classification fur ºliscrimin: ºnt : ºn: ºIsxis 
2x 
Observing the diagonal of the classification table, 88.3% of the first group, 92% of the 
second group and 97.4% of the third group of students were predicted correctly. 
Overall, 92.8% of the sample was classified correctly, and the high percentage of 
correct classification for all three clusters suggested that all groups were predicted to a 
highly accurate level. In order to estimate how well the classification functions would 
predict a new sample, the classification was estimated by selecting the leave-one-out 
option. The results are shown on the part of the table labelled Cross-validated (for more 
information on how the leave-one-option functions, see chapter 8 section 8.3.2.2). 
81.6% of the first group, 85.1% of the second group and 94.7% of the third group of 
students were correctly classified using the leave-one-out classification. Overall, 87.5% 
of the cross-validated cases were correctly classified. 
Overall, 92.8% of the cases in the sample were correctly classified. As this value is 
affected by chance agreement (Green and Salkind, 2005), the Kappa coefficient was 
computed to assess accuracy in prediction of group membership, taking into account 
chance agreement. The kappa value was . 89 (p < . 000 1), which indicated almost perfect 
agreement and thus a highly accurate prediction. 
10.5 Associations between nationality, gender, age and cluster 
membership 
Pearson's chi-square test was used to assess associations between nationality, gender, 
age group (younger and older students) and cluster membership in the data. The results 
showed that cluster membership was related to nationality, gender and age group. 
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With respect to nationality, the chi-square test results showed that there was a 
statistically significant relationship between cluster membership and nationality (x2 
23.52, p< . 
0001). The percentage of students in each cluster according to nationality is 
shown in table 10.7. Figure 10.1 illustrates that although the number of' Cypriot and 
British students is similar for cluster 3 (confident students who experience adaptive 
performance anxiety), more British students tall into cluster I (unmotivated students 
feeling ineffective but guarding self-esteem), whilst more Cypriot students are included 
in cluster 2 (students susceptible to maladaptive pertörmancc anxiety). 
Nationality 
Cypriot British Total 
Cluster Number 1 Count 56 88 144 
of Case 
% within Cluster 38.9% 61.1% 100.0% 
Number of Case 
2 Count 83 38 121 
% within Cluster 68.6% 31.4% 100.0% 
Number of Case 
3 Count 72 73 145 
% within Cluster 49.7% 50.3% 100.0% 
Number of Case 
Table 10.7: Percentage of students in each cluster according; to nationality 
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Figure 10.1: Bar Chart showing percentage of students in each cluster according to nationality 
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Cluster Number 
With respect to gender, the chi-square test showed that there was a statistically 
significance association between gender and cluster membership (x2 22.72, p< 
. 
0001). The percentage of students in each cluster according to gender is shown in table 
10.8. Figure 10.2 shows that there are slightly more male students in cluster I 
(unmotivated students feeling ineffective but guarding self-esteem), significantly more 
female students in cluster 2 (students susceptible to maladaptive pcrllormancc anxiety) 
and more females in cluster 3 (confident students who experience adaptive performance 
anxiety). 
Gender 
Male Female Total 
Cluster Number 1 Count 78 65 143 
of Case 
% within Cluster 54.5% 45.5% 100.0% 
Number of Case 
2 Count 31 90 121 
% within Cluster 25.6% 74.4% 100.0% 
Number of Case 
3 Count 63 81 144 
% within Cluster 42.2% 57.8% 100.0% 
Number of Case 
Table 10.8: Percentage of students in each cluster according to gender 
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Figure 10.2: Bar Chart showing percentage of students in each cluster according to gender 
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Cluster Number 
With respect to age, the chi-square test showed that there were statistically significant 
associations between cluster membership and age group (x2 = 6.80, p . 033). 'I'hc 
percentage of students in each cluster according to age group is shown in table I0.9. 
Figure 10.3 reveals that although there is no large difference between students in cluster 
2 (students susceptible to maladaptive performance anxiety), differences occur in the 
other clusters. A higher number of older students appear in cluster I (unmotivated 
students feeling ineffective but guarding self-esteem) and more younger students appear 
in cluster 3 (confident students who experience adaptive pcrlormancc anxiety). 
Age roup 
12-15 16-19 
years old years old Total 
Cluster Number 1 Count 64 78 142 
of Case 
% within Cluster 45.1% 54.9% 100.0%% 
Number of Case 
2 Count 60 61 121 
% within Cluster 49.6% 50.4% 100.0% 
Number of Case 
3 Count 86 57 143 
% within Cluster 51.7% 48.3% 100.0% 
Number of Case 
Table 10.9: Percentage of students in each cluster according to age group 
60 
50 
40 
30 
Ü 
CC 
d 
C 
20 
C 
10 
C 
5 years old 
9 years old 
Figure 10.3: Bar Chart showing percentage of students in each cluster according to age group 
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17 
Cluster Number 
10.6 Relationships between student profiles and approaches to 
instrumental learning and performance 
To investigate the relationship between the three clusters and the four factors 
representing students' approaches to instrumental learning and performance, a one-way 
ANOVA was conducted with the four factors as dependent variables and cluster 
membership as the independent variable. This allowed for the exploration of differences 
in each approach to instrumental learning and performance according to students' 
cluster membership. Means and standard deviations for cluster membership as a 
function of each factor are presented in table 10.10. 
Cluster Mean Std. Deviation 
Susceptibility to maladaptive anxiety 1 -. 21 . 52 2 1.18 . 57 
3 -. 73 . 75 
Total -. 01 1.01 
Achievement, positive musical identity 1 -. 42 . 77 
and effort 2 -. 03 1.09 
3 . 49 1.02 
Total 
. 033 1.04 Negative perceptions of the impact of 1 . 53 . 95 anxiety, low self-confidence and lack of 2 -. 13 . 91 motivation 3 -. 39 . 86 Total -. 00 . 99 Self-reliance and intrinsic motivation 1 -. 47 . 91 2 . 23 1.04 
3 . 37 . 87 
Total . 05 1.01 
Table 10.10: Means and standard deviations of variables for cluster membership one-way 
ANOVA 
Results indicated a significant effect for cluster membership in `susceptibility to 
maladaptive anxiety' [F (2,301) = 234.77, p< . 0001], `achievement, positive musical 
identity and effort' [F (2,301) = 24.31, p< . 0001], `negative perceptions of the impact 
of anxiety, low self-confidence and lack of motivation' [F (2,301) = 29.04, p <. 0001] 
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and `self-reliance and intrinsic motivation' [F (2,301) = 24.70, p< . 0001]. Post 
hoc 
analyses using the Tukey HSD criterion for significance indicated that cluster 1 had a 
significantly lower mean (M = -. 21, SD = 52) compared to cluster 2 (M = 1.18, SD = 
. 57, p< . 0001), cluster 
2 had a significantly higher mean (M = 1.18, SD = . 57) 
compared to cluster 3 (M -. 73, SD = . 75, p< . 0001) and cluster 1 had a significantly 
higher mean (MM = -. 21, SD = 52) compared to cluster 3 (M -. 73, SD = . 75, p< . 0001) in 
`susceptibility to maladaptive anxiety'. Additionally, cluster 1 had a significantly lower 
mean (M = -. 42, SD = . 77) compared to cluster 
2 (M = -. 03, SD = 1.09, p= .0 17) and 
cluster 3 (M = . 49, SD = 1.02, p< . 
0001) in `achievement, positive musical identity and 
effort'. Additionally, cluster 2 had a significantly lower mean (M = -. 03, SD 1.09) 
compared to cluster 3 (M = 49, SD = 1.02, p= . 001) in `achievement, positive musical 
identity and effort'. Cluster 1 had a significantly higher mean `M = . 53, SD = . 95) 
compared to cluster 2 (M = -. 13, SD = . 91, p< . 000 1) and cluster 3(=-. 39, SD = . 86, 
p< . 0001) in `negative perceptions of the 
impact of anxiety, low self-confidence and 
lack of motivation'. Clusters 2 and 3 did not have a significant difference in scores (p = 
. 116). Cluster 
1 had a significantly lower mean (M = -. 47, SD = . 91) compared to 
cluster 2 (M =. 23, SD = 1.04, p <. 0001) and cluster 3 (M =. 37, SD =. 87, p <. 0001) in 
`self-reliance and intrinsic motivation'. There were no significant differences in scores 
between clusters 2 and 3 (p =. 546). 
10.7 Qualitative data representing each student type 
10.7.1 The purpose of using the qualitative data 
The aim of the open ended questions was to provide more in depth information and to 
deepen understanding regarding each student type / profile. 410 students provided 
responses to at least some of the open ended questions, providing representative 
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examples from each student type. As it was not possible to present all the examples, 
four representative cases from each cluster were chosen based on the case's distance 
from the classification centre of the particular cluster (see section 10.7.2 below for more 
details). 
The open ended questions appearing in the final section of the questionnaire explored 
issues relating to self-concept development, perfectionistic tendencies, attributions of 
success and failure, self-awareness regarding performance anxiety level and strategies 
used to cope with performance anxiety. These open ended questions had the advantage 
of not offering any pre-conceptions regarding the type of responses to be made and, 
therefore, not guiding students' answers in any way. They allowed students to project 
their own voices, opinions, experiences and explanations of the issues under 
investigation. The presentation of the examples is carried out according to the theme of 
each open ended question. 
10.7.2 Description of representative cases from each cluster of students 
Representative cases from each cluster of students were chosen on the basis of their 
distance from the classification centre of the cluster to which they belonged. Four cases 
that had a small distance from the classification centre of each cluster were chosen, as 
these cases were considered to be representative of the characteristics of each type / 
profile of students. Effort was made to ensure that the cases chosen were representative 
of the sample in terms of nationality, gender and age. Both Cypriot and British students, 
male and female students and also students from a broad age span are presented. 
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10.7.2.1 Cluster 1: Unmotivated students feeling ineffective but guarding self- 
esteem 
The cluster analysis showed that unmotivated students feeling ineffective but guarding 
self-esteem characterised by the fact that they were not intrinsically motivated to learn a 
musical instrument, did not put effort into practising and felt unsuccessful. In general 
terms, students belonging in this type could be seen as being somewhat indifferent 
towards their engagement with music. However, they strove to maintain a positive self 
concept, attributed their successes internally and their failures to situations beyond their 
control, in an effort to guard their self-esteem. With respect to their attitudes regarding 
achievement, there was indication that most had perfectionistic tendencies, and some 
saw success as a way of reinforcing their self-concept (`feeling better'). They did not 
appear to be particularly anxious musicians, which some related to a lack of concern 
regarding the perceptions of the audience. This might possibly also indicate further 
protection of self-esteem or that music was not important to them. This group of 
students did not appear to have developed active coping strategies for performance 
anxiety. Most students focused on ensuring they felt positive and confident before the 
performance, something that they felt would guard them against feeling too anxious. 
More details and representative quotations are provided below. 
Development of self-concept in music 
The score on the variable `perception of receiving positive feedback from teacher' (-. 45) 
for these students suggested that they felt the least successful of the three groups. 
Additionally, they had the lowest score (-. 45) on the variable `effort in practice'. Based 
on this, one might assume that these students felt they were not particularly successful 
as performers and, for this reason, had a negative self-concept in music. Their score on 
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the variable `positive self-concept in music' (-. 27) reinforced this assumption. However, 
when asked directly about their attainment, 62.5% of the respondents belonging in the 
first cluster of students said that they considered themselves to be between good and 
excellent performers compared to other young musicians, indicating that they had a 
positive view of themselves overall. This group of students may have had inappropriate 
self-awareness in relation to performance competence or could have been in denial in an 
effort to preserve their self-esteem. They explained their responses by saying that: 
'I think I am good because I have a lot of potential and if I put my 
mind to it, I can achieve a lot' 
(Male, Cypriot, 18 years old) 
`I think I am average because I am not talented, but I also don't 
practise enough because I don't have the time and so I do not perform 
as I well as I could. I have more potential. If I use it I believe I will 
reach a very high level' 
(Female, British, 16 years old) 
These responses showed that students that were most representative of cluster 1 felt that 
they had potential as performers but both students implied that they did not work as 
much as they needed to in order to realise that potential. This might indicate an effort to 
maintain a positive self-concept in music and to guard self-esteem by attributing an 
unsatisfactory performance in music to lack of effort rather than lack of ability. Such 
students protected self-esteem by thinking that if they actually practised enough, they 
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would be successful. This defensive mechanism may have ensured that such students' 
self-esteem was not jeopardised. 
Perfectionistic tendencies 
60.4% of the students in cluster 1 agreed or strongly agreed with 
the statement `it is 
important for me to always get top marks in exams or auditions'. Some explained 
this 
by saying that this would help them achieve their goals (being accepted at university). 
`I agree because although there is more to music than exams, exams 
show me that I am in fact progressing well - they will stand me in 
good stead for uni! ' 
(Female, British, 16 years old) 
Others appeared to be striving to achieve high marks because they saw it as a way of 
reinforcing their self-concept. High marks for this group of students might have 
therefore functioned as a way of ensuring they did not damage their self-esteem. 
'I agree because high marks make you feel better' 
(Male, Cypriot, 16 years old) 
Attributions of success 
When asked to remember an occasion in which they performed well and write down 
what they thought led to that positive result, students in cluster 1 responded in a variety 
of ways and evidenced both internal and external attributions of success. On the one 
hand, some mentioned the importance of their effort, feeling confident and being 
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concentrated, which indicated an internal attribution of success, but also mentioned the 
venue (external attribution). 
`I knew the piece very well, I was confident in my own ability to play it. 
Not a threatening venue / atmosphere - small concert, sympathetic 
audience. Some nerves - helped me to focus' 
(Female, British, 18 years old) 
Other students spoke about having a motive that helped them perform well and playing 
in a non-threatening venue / atmosphere (small audience, sympathetic audience), which 
pointed towards an external attribution of success. They also mentioned effort and 
concentration (internal attributions). 
`My effort, my concentration, the motive' 
(Male, Cypriot, 19 years old) 
It is noteworthy that some students mentioned the presence of some nerves as 
facilitating concentration and focus to the performance. 
Attributions of failure 
In stating reasons that led to a past unsuccessful performance, students in cluster 1 
mostly provided external attributions for failure. Some representative quotes of the 
above were: 
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'I had not felt especially nervous beforehand, so when I went on stage 
I suddenly felt that I was not mentally prepared. Also, more critical 
audience - masterclass situation' 
(Female, British, 18 years old) 
`The atmosphere was cold and the audience was unfamiliar' 
(Male, Cypriot, 19 years old) 
`My school teacher and I fell out and she rushed the accompaniment. I 
was also quite upset' 
(Female, British, 16 years old) 
These students strove to maintain a positive self-concept, and therefore attributed 
failures to situations beyond their control in an effort to protect their self-esteem. Some 
students also attributed their failure to low levels of anxiety prior to performing, which 
supports the finding that this group of students experienced low levels of arousal (sec 
section 10.3.2.1). 
Self-awareness regarding performance anxiety level 
The majority of students in cluster 1 described themselves as moderately anxious 
performers (22.7% - low anxious; 62.1% - moderately anxious; 15.2% - highly 
anxious). The qualitative data supported this: 
`I am anxious before the performance. When 1 start playing, not at all' 
(Male, Cypriot, 18 years old) 
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'Ido get anxious, but it's not uncontrollable panic' 
(Female, British, 18 years old) 
The lack of intense nerves may have been related to a lack of caring about audience 
perceptions, although it could also indicate further protection of self-esteem. 
'I don't really care what other people think' 
(Female, British, 16 years old) 
Strategies for coping with performance anxiety 
Coping strategies used by students in cluster 1 seemed to focus on maintaining a 
positive approach to the performance and remaining confident. They believed that when 
adequate preparation was made, there was no reason for them to get anxious about a 
performance. 
`Breath and just think that most people are supportive and understand 
the ordeal of performance' 
(Female, British, 16 years old) 
`I think about my teacher's advice. In order to play a piece 100%, I 
must know it 200%. If I have practised, there is no reason for anxiety' 
(Male, Cypriot, 18 years old) 
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Maintaining a positive approach to the performance and ensuring that they practised 
sufficiently was felt to guard against feeling too anxious. 
Overall, students in cluster 1 appeared to be somewhat unmotivated as performers. 
Their comments indicated that they were driven by a desire to protect their self-concept. 
Although the cluster analysis indicated that they were unmotivated and felt 
unsuccessful, some of their quotes suggested one reason they might not have devoted 
the necessary effort in performance was in order to guard their self-esteem. Such 
behaviour allowed them to maintain a positive view of themselves despite not putting a 
lot of effort into practising and whatever the performance outcome, by possibly thinking 
that if they had put the necessary effort, they would have been successful. 
10.7.2.2 Cluster 2: Students susceptible to maladaptive performance anxiety 
Students susceptible to maladaptive performance anxiety were characterised by the fact 
that they had had negative experiences in performances, experienced physiological 
arousal more intensely and did not hold positive views about themselves and their 
ability as performers. Qualitative data suggested that they were perfectionists and 
attributed their failures to internal factors, which might have further jeopardised their 
self-esteem. They were self-aware regarding how anxious they were as performers, 
something that might suggest that this was something that they were concerned about 
and might also explain the development of a more a proactive strategy for coping with 
performance anxiety. More details and representative comments from students are 
provided below. 
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Development of self-concept in music 
Almost half of the respondents in cluster 2 (48.3%) said that they thought they were 
average compared to other young musicians and 14.2% of these students said that they 
thought they were below average or poor performers, supporting previous findings from 
the cluster analysis, which indicated negative self-concept in music and low self. 
efficacy beliefs. 
`I think I am average because I don't believe that I have as much 
knowledge as I would like to in order to be a very good performer 
compared to others. This is mostly due to the fact that I don't play a 
musical instrument' [This student was a singer] 
(Female, Cypriot, 18 years old) 
`I think I am average because there are people who are both better 
and worse than me' 
(Female, British, 18 years old) 
These students seemed to construct their musical self concept by direct comparison with 
others. Whilst students in cluster 1 referred to their abilities and potentials and students 
in cluster 3 mentioned confidence and evidenced a positive approach to learning (see 
section 10.7.2.3), students in cluster 2 evaluated themselves on the basis of how they 
perceived the abilities of other young musicians: 
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Perfectionistic tendencies 
Most of the students in this group (79.8 %) agreed or strongly agreed that it was 
important that they always got top marks in exams or auditions. Students susceptible to 
maladaptive performance anxiety are typically perfectionists, this being one of the 
factors that triggers their maladaptive response. Perfectionists cannot settle for anything 
other than the best, which results in not feeling satisfied with themselves and having a 
low self-concept and low self-efficacy beliefs, for example: 
`If I do not get a high mark I feel as if I have let down myself, my 
teacher and my parents, as I know I am capable of achieving a high 
mark' 
(Male, British, 17 years old) 
`I agree that it's important for me to get top marls in exams or 
auditions because others congratulate me and I feel better' 
(Female, Cypriot, 12 years old) 
The responses showed that these students had the need for external approval and also 
felt external pressure to do well. 
Attributions of success 
Responses to questions about the factors that led to a successful performance showed 
that these students attributed their successes to both internal and external parameters. 
Several mentioned being well prepared and being comfortable with the environment: 
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`I was well prepared, I tried to lower my anxiety and I felt comfortable 
at the place I was playing' 
(Female, Cypriot, 18 years old) 
Y was well prepared. I was playing in front of people I knew' 
(Male, British, 17 years old) 
Lowering anxiety levels seemed to produce positive results for these students, and an 
adequate preparation and a feeling of ease in the performing environment seemed to 
promote this. 
Attributions of failure 
When giving the reasons as to why a previous performance did not go as well as they 
had hoped, students in cluster 2 mostly evidenced internal attributions to failure. This is 
an important difference from students in cluster 1, who attributed failure to external 
factors. Students in cluster 1 protected their self-esteem, whilst students in cluster 2, 
maintained and further jeopardised their low self-esteem. 
`I hadn't practised as much as I should have, and I was very-very 
anxious' 
(Female, Cypriot, 12 years old) 
`Getting too worked up about the performance, several days 
beforehand' 
(Male, British, 17 years old) 
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Most students in this group attributed their failure to the fact that they had not practised 
enough. It is noteworthy that these students also mentioned that they felt particularly 
anxious and experienced pre-performance anxiety for days before the event. There was 
a relationship between lack of adequate practice and the experience of high levels of 
maladaptive performance anxiety. 
Self-awareness re arg performance anxiety level 
Most students in cluster 2 considered themselves to be highly anxious (56.3%). 39.5% 
considered themselves moderately anxious and only 4.2% saw themselves as low 
anxious performers. 
`I am generally very anxious before a performance or examination due 
to fear of something not going well or failing the examination' 
(Female, Cypriot, 18 years old) 
V get very nervous generally' 
(Female, British, 18 years old) 
In justifying their response, a number of students mentioned that they became highly 
anxious due to fear of failure or that they were generally anxious as individuals. The 
latter comment evidenced a link between trait anxiety and state anxiety, which is a 
relationship well documented in the musical performance anxiety literature. 
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Strategies for coping with performance anxiety 
Responses of students in cluster 2 regarding strategies for coping with performance 
anxiety suggested that these students saw effective practising as a means of relieving 
their anxiety about performance and feeling more secure about themselves. 
`Practice - the right kind that focuses on the energy sections or 
especially difficult sections' 
(Female, British, 18 years old) 
They also rehearsed a lot, especially in the venue where the examination / concert was 
to take place. 
`Rehearsing in the exam / concert venue so that we familiarise 
ourselves with the environment' 
(Female, Cypriot, 12 years old) 
Student comments suggested that students in cluster 2 had developed some coping 
strategies. They appeared to be more proactive in their approach to coping with anxiety 
compared to students in cluster 1. 
10.7.2.3 Cluster 3: Confident students who experience adaptive performance 
anxiety 
Confident students who experience adaptive performance anxiety had positive 
experiences in performance, a positive self-concept in music, a strong sense of musical 
identity, were less anxious and generally confident players. As they were intrinsically 
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motivated, they put effort into practising and indicated that they received positive 
feedback from their teacher. Qualitative data evidenced that they held a more pragmatic 
view regarding the importance of achievement and a balanced approach to success and 
failure attribution, as they mentioned both internal and external factors. They were also 
self-aware regarding their anxiety level and appeared to have developed active 
strategies for coping with anxiety not only prior to, but also during performance. More 
details and representative quotations are provided below. 
Development of self-concept in music 
Students in cluster 3 demonstrated the most positive approach to performance and had a 
highly positive self concept as musicians. They saw themselves more positively when 
asked to rate themselves in relation to other young performers. 90.8% of these students 
said that they thought they were between good and excellent performers. Confidence, in 
combination with low levels of performance anxiety, was considered to promote 
achievement for these performers: 
7 am good because I generally feel confident and have little anxiety in 
my performances' 
(Female, British, 14 years old) 
Other students mentioned that they did not feel threatened by other musicians. They 
considered critical listening as an opportunity to take positive elements of other 
musicians and saw this as a positive learning experience: 
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`I am good because I want to feel confident and not get disappointed. I 
can take, by watching other young performers, the positive elements of 
their performance. 
(Male, Cypriot, 13 years old) 
Perfectionistic tendencies 
Most of the students in cluster 3 said that getting high marks in exams or auditions was 
important for them (72.1%). Some saw high marks to be a reward for the hard work 
they put into their preparation. 
`I believe that getting high marks in exams or auditions is something 
like a reward for me, and so I pursue this' 
(Male, Cypriot, 15 years old) 
Some students, however, disagreed with the importance given to high marks (14%). 
They acknowledged that an examination can only assess one's performance at one 
specific point in time, appreciated the volatility of an examination outcome due to 
external factors and considered that an examination result was not a reflection of ability 
or effort. 
`Because examinations are not a total reflection of your talent or 
efforts, as your playing is assessed at a time where anything good or 
bad can happen' 
(Female, British, 14 years old) 
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Overall, students in cluster 3 saw achievement as a reward for their hard work, but at the 
same time held a more pragmatic view, acknowledging that one specific examination 
result could not be a valid reflection of capability and effort. 
Attributions of success 
Students in cluster 3 attributed successful past performances both to internal and 
external factors. For instance, effort and teacher support: 
`The effective and systematic practice and the support I received from 
my teacher' 
(Male, Cypriot, 13 years old) 
Some students referred to their commitment to the music: 
`I felt confident and I really loved the piece and I probably conveyed 
that to the judges and audience' 
(Female, British, 14 years old) 
Attributions of failure 
Failure was attributed to both internal and external parameters by students in cluster 3. 
Some students attributed failure to anxiety because of lack of effort: 
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`Unfortunately, on some occasions I did not manage to give my best 
because of anxiety. I felt that I hadn't practised the pieces as much as I 
should have and that made me give an anxious performance' 
(Male, Cypriot, 15 years old) 
Other factors relating to organisation issues and the venue were also mentioned: 
`Poor organisation on competition's part, unsatisfying venue, leading 
to awkward feelings about playing' 
(Female, British, 15 years old) 
Self-awareness regarding performance anxiety level 
Most students in cluster 3 perceived themselves to be moderately anxious performers 
(51.8%) or low anxious performers (39.7%). Only 8.5% of these students thought they 
were highly anxious. Students in cluster 3 generally experienced low levels of 
physiological arousal when compared to the other two clusters (see table 10.2). Students 
raised a number of interesting points explaining why they perceived themselves to be 
moderately or low anxious, such as enjoying performing rather than feeling threatened 
by it: 
'I see music as something that pleases me and not as something that 
makes me anxious' 
(Male, Cypriot, 15 years old) 
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Other students spoke about being able to use performance anxiety to enhance the quality 
of their performance: 
`Though I am usually quite anxious about performing, I usually 
manage to use this to my advantage to play well' 
(Female, British, 15 years old) 
Strategies for coping with performance anxiety 
Strategies used by students in cluster 3 for coping with performance anxiety prior to 
performance focused on having a positive attitude to the performance: 
`I just think positively' 
(Male, Cypriot, 15 years old) 
Other students also mentioned focusing on the positive things of their performance as 
opposed to focusing on the things that they did not like about it and concentrating on 
communicating with the audience through their performance: 
`Have a really positive train of thought, think of the good things that 
you do in the piece and try to love the piece as much as possible 
because it will show in your performance and therefore will have a 
positive effect on the audience' 
(Female, British, 15 years old) 
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These students appeared to have active positive strategies for coping with anxiety, not 
only before the performance, but also during the actual performance. 
10.8 Associations between achievement in instrumental 
examinations and cluster membership 
Pearson's chi-square test was used to assess associations between achievement in 
instrumental examinations and cluster membership in the data. To measure students' 
achievement in instrumental examinations, students were asked to indicate the score or 
mark they obtained in the last instrumental examination they took and also the score or 
mark they usually obtained in such examinations. Two chi-square tests were conducted, 
the first using the last examination mark and the second using the usual examination 
mark reported by the students. Results on both tests were quite similar, and showed that 
cluster membership was related to instrumental examination achievement. 
With respect to mark obtained in last instrumental examination, the chi-square test 
showed statistically significant associations with cluster membership (x2 = 14.61, p< 
. 024). The percentage of students 
falling in each cluster in relation to the mark they 
reported to have obtained in their last instrumental examination is shown in table 10.11. 
With respect to usual mark obtained in instrumental examinations, the chi-square test 
also showed statistically significant associations with cluster membership (x2 = 15.31, p 
< .0 18). The percentage of students falling in each cluster in relation to the mark they 
reported to usually obtain in their instrumental examinations is shown in table 10.12. 
Relationships between cluster membership and the type of mark obtained was similar 
for both chi-square tests (see tables 10.11 and 10.12 and figures 10.4 and 10.5). The 
results showed that cluster 1 (unmotivated students feeling ineffective but guarding self- 
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esteem) were most likely to get a Pass / Grade C, as they formed the highest percentage 
from the 3 clusters in this category. Cluster 2 (students susceptible to maladaptive 
performance anxiety) were most likely to either Fail or get Merit / Grade B (they 
formed the largest percentage of the 3 groups in the Fail and Merit /B categories). 
Cluster 3 (confident students who experience adaptive performance anxiety) were most 
likely to get a Distinction / Grade A, as they formed the largest percentage from the 3 
clusters in this category. 
Cluster Number of Case 
1 2 3 Total 
Mark/grade in Fail Count 2 3 1 6 
last % within Mark/Grade instrumental in last instrumental 33.3% 50.0% 16.7% 100.0% 
examination examination 
Pass /C Count 21 18 7 46 
% within Mark/Grade 
in last instrumental 45.7% 39.1% 15.2% 100.0% 
examination 
Merit /B Count 31 33 32 96 
% within Mark/Grade 
in last instrumental 32.3% 34.4% 33.3% 100.0% 
examination 
Distinction /A Count 49 49 75 173 
% within Mark/Grade 
in last instrumental 28.3% 28.3% 43.4% 100.0% 
examination 
Table 10.11: Percentage of students in each cluster according to mark obtained In last Instrumental 
examination 
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Figure 10.4: Bar Chart showing percentage of students obtaining each mark in their last 
instrumental examination according to cluster 
Cluster Number of Case 
123 Total 
Usual mark/grade in Fail Count 0 1 0 1 
instrumental % within usual 
examinations mark/grade in o 0 /0 0 100 0 /0 0 0 /0 0 100.0 /o 
instrumental . 
examinations 
Pass /C Count 13 8 3 24 
% within usual 
mark/grade in 54.2% 33 3% 12.5% o 100.0% instrumental . 
examinations 
Merit /B Count 36 38 31 105 
% within usual 
mark/grade in 34.3% o 2% 36 29.5% 0 0 100.0/o instrumental . 
examinations 
Distinction /A Count 52 53 79 184 
% within usual 
mark/grade in 28.3% 28.8% 42.9% 100.0% 
instrumental 
examinations 
Table 10.12: Percentage of students in each cluster according to usual mark obtained in 
instrumental examinations 
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Figure 10.5: Bar Chart showing percentage of students usually obtaining each mark in 
instrumental examinations according to cluster 
10.9 Summary 
Cluster analysis was conducted on the questionnaire data, which revealed the presence 
of three distinct types or profiles of instrumental students. These were `unmotivated 
students feeling ineffective but guarding self-esteem' (cluster I), `students susceptible 
to maladaptive performance anxiety' (cluster 2) and `confident students who experience 
adaptive performance anxiety' (cluster 3). The cluster solution obtained was highly 
efficient. Some relationships were identified between cluster membership and approach 
to instrumental learning and performance, as well as between cluster membership and 
instrumental examination achievement. 
Students in cluster I 
Data from the cluster analysis indicated that students in cluster I (`unmotivated students 
feeling ineffective but guarding self-esteem') were not intrinsically motivated to learn a 
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Fad i'. r... Merit IB 
Usual mark obtained In instrumental examinations 
Ihstui, tiun /A 
musical instrument, did not practise much, had unsupportive parents and did not 
perceive receiving positive feedback from their teacher. They did not have a strong 
sense of musical identity, had low-self-efficacy beliefs and a negative self-concept in 
music. Additionally, they experienced moderate arousal levels in performance. 
Qualitative data indicated that these students strove to maintain a positive self-concept 
and some of their comments suggested that they might not have devoted the necessary 
effort in practice in order to guard their self-esteem, convincing themselves that if they 
had made the necessary effort, they would have been successful. Achieving high marks 
was important for these students because it was a means of reinforcing their self- 
concept in music. Successes were attributed both to internal factors (e. g. effort, 
confidence, concentration on behalf of the student) and external factors (e. g. external 
motives, non-threatening environment). Failures were mostly attributed to external 
conditions (e. g. critical and unfamiliar audience, actions of other people, difficult 
pieces). This may have helped these students protect and maintain a positive self- 
concept. Most students in cluster 1 perceived themselves to be moderately anxious 
performers and they felt they were able to control any anxiety they felt. They also 
indicated that they were not preoccupied with other people's opinions. This may have 
been an additional strategy to ensure that they did not jeopardise their self-esteem. In 
order to cope with performance anxiety, they maintained a positive approach but did not 
mention developing any proactive strategies other than being adequately prepared. 
These students were most likely to do moderately well (get a Pass) in instrumental 
examinations. 
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Students in cluster 2 
Based on the findings of the cluster analysis, students in cluster 2 ('students susceptible 
to maladaptive performance anxiety') had negative experiences in performances and 
experienced higher levels of physiological arousal compared to the other two groups of 
students. The presence of audience heightened these students' anxiety, which suggested 
that they were afraid of other people's judgement. They experienced pre-evaluation 
anxiety, becoming apprehensive days before they were due to perform and felt anxious 
before receiving feedback about their performance. High levels of exposure (e. g. solo 
performances, important recitals) and threatening and / or unfamiliar venues aggravated 
their performance nerves. These students had negative outcome expectancies, believed 
that anxiety had undeniably negative effects on their performance quality, had a 
negative self-concept in music, low self-efficacy beliefs and also showed perfectionistic 
tendencies. They reported not receiving positive feedback from their teacher and that 
they did not practice much. The qualitative data revealed that they saw themselves more 
negatively as performers when compared to the other two groups of students and 
focused on comparisons with others instead of critically thinking about their playing in 
its own right. Doing well in examinations or auditions was very important, they 
expressed a need for approval and external pressure to achieve. This suggested that they 
set performance rather than mastery goals. They attributed their successes to both 
internal (e. g. personal effort) and external factors (e. g. familiar and supportive audience, 
non threatening venue). Most attributed their failures to internal conditions (e. g. lack of 
effort, which led to high levels of anxiety). Most perceived themselves to be highly 
anxious performers, indicating high levels of self-awareness. Fear of failure and a 
general predisposition to being anxious (high trait anxiety) were the causes of these 
students' high levels of anxiety. Most had developed appropriate coping strategies for 
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performance anxiety. They mentioned effective practising, but also proactive strategies 
such as rehearsing in the venue prior to the actual performance. These students were 
mostly likely to either Fail or do well (get Merit) in instrumental examinations. 
Students in cluster 3 
Students in cluster 3 ('confident students who experience adaptive performance 
anxiety') had positive experiences in performance overall and felt motivated in the 
presence of an audience. They experienced the lowest arousal levels during 
performances between the 3 groups, felt confident, had a strong sense of musical 
identity and a positive self-concept in music. They were intrinsically motivated in their 
engagement with music and practised a lot. Additionally, they felt that they received 
positive feedback from their teacher. The analysis of qualitative data from 
representative cases supported the above. These students considered themselves to be 
competent performers and explained this by saying that they were generally confident, 
experienced little anxiety and did not feel threatened by other young musicians. 
Achieving high marks in examinations or auditions was important for them because 
they saw it as a reward for hard effort, but they appeared to be more pragmatic, in the 
sense that they were aware that an examination result did not always reflect overall 
abilities or effort because it merely mirrored the quality of performance at one specific 
point in time. Successful performances were attributed both to internal factors (e. g. 
effective practice, confidence and enjoyment of performance) and external factors (e. g. 
teacher support), as were unsuccessful performances. Internal factors thought to lead to 
unsuccessful performances included inadequate effort that led to heightened anxiety and 
external factors included poor organisation from others and unsatisfying performance 
conditions. Most perceived themselves to be moderately or low anxious. They enjoyed 
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performing and did not feel threatened or anxious about it. They had the ability to use 
performance nerves to improve performance. They evidenced active coping strategies 
both prior to (maintaining a positive approach to performance) and during performance 
(concentrating on the enjoyment of music, focusing on conveying feelings to the 
audience). These students were most likely to do very well (get Distinction) in 
instrumental examinations. 
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Chapter 11 
Discussion of findings 
11.1 Introduction 
This chapter discusses the main findings arising from the study in relation to the 
research questions and existing literature. The six research questions that have been 
addressed in this study and which are discussed in this chapter are: 
1. Do personal characteristics such as nationality, gender and age influence adolescent 
musicians' performance anxiety levels, susceptibility to performance anxiety and / or 
their attitudes and behaviour? 
2. Do susceptibility to experiencing performance anxiety, task efficacy and 
environmental context relate to and / or influence performance anxiety intensity and 
performance outcomes? 
3. Which factors affect evidenced performance anxiety levels in adolescent musicians? 
4. Does the presence of performance anxiety have an effect on adolescent musicians' 
attainment levels? Which other factors influence achievement in young instrumental 
musicians? 
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5. What are adolescent musicians' approaches to instrumental learning and 
performance? 
6. Can different instrumental student types be identified? If so, what is the relationship 
between each student type and young musicians' experiences of musical performance 
anxiety? 
11.2 The influence of nationality, gender and age on 
performance anxiety and students' attitudes and behaviour 
This section discusses the findings arising from the first research question, which 
focused on an investigation of the influence of nationality, gender and age on adolescent 
musicians' performance anxiety levels, susceptibility to performance anxiety and / or 
attitudes and behaviour. 
Nationality 
The results for the ANOVA on total score on the AMPAS indicated a significant main 
effect for nationality. Cypriot students had a higher mean score on the AMPAS 
compared to British students (see section 7.2.2.1). A significant interaction was 
indicated between nationality and age group. The British students were more anxious as 
they became older. The opposite was the case for the Cypriot students. 
The multiple regression on total performance anxiety score suggested that nationality 
was a significant predictor and showed that higher scores on the AMPAS were related 
to Cypriot students, which confirmed Cypriot students' higher susceptibility to 
performance anxiety. The results from the multiple regression on Grade level achieved 
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suggested that higher first study instrument Grade levels were predicted by nationality 
(British students were in more advanced Grades). This suggests that the two 
nationalities differed on objective achievement. However, nationality was not a 
significant predictor of the perception of receiving positive feedback from teacher, 
which indicated that students in the two nationalities did not differ in their perceptions 
of achievement in relation to the amount of positive feedback that they received. 
The MANOVA on the four components from the factor analysis showed significant 
main effects for nationality. There was a significant difference in scores for 
`susceptibility to maladaptive anxiety' between the two nationalities. The Cypriot 
students showed more susceptibility to maladaptive anxiety compared to the British 
students. There was also a significant difference in scores for `self-reliance and intrinsic 
motivation' between the two nationalities. The Cypriot students appeared to be more 
autonomous and have more intrinsic motivation. The British students seemed to be 
more dependent on others and less intrinsically motivated. A significant interaction was 
indicated between nationality and gender. Cypriot female students were more self- 
reliant and intrinsically motivated compared to Cypriot male students. The opposite was 
the case for the British students. British female students were less self-reliant and 
intrinsically motivated compared to the British male students. Another significant 
interaction was indicated between nationality and age group. British students tended to 
become more susceptible to maladaptive anxiety as they became older. The opposite 
was the case for Cypriot students, as they tended to become less susceptible to 
maladaptive performance anxiety as they became older. It appears that context may 
have an influence on adolescent musicians' performance anxiety. There were 
differences between the two nationalities, not only in performance anxiety levels, but 
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also in how they responded to performance anxiety as they became older. The Cypriot 
students became less anxious and less susceptible to maladaptive performance anxiety 
as they became older. One possible explanation for this is that as these students gained 
experience, they managed to overcome and cope with performance anxiety. However, 
this did not apply to British students, although they presumably also gained more 
performance experience as they became older. One possible explanation for this might 
be that the British students had achieved higher Grades overall. As they became older, 
competition and performing requirements increased, putting extra pressure on them. 
Cypriot students, because they were in less advanced Grades, may not have experienced 
the same pressure. 
A chi-square test assessing associations between cluster membership and nationality 
showed that there was a statistically significant relationship. The number of Cypriot and 
British students in cluster 3 (confident students who experience adaptive performance 
anxiety) was similar. However, more British students fell into cluster I (unmotivated 
students feeling ineffective but guarding self-esteem) and more Cypriot students were 
included in cluster 2 (students susceptible to maladaptive performance anxiety). The 
latter finding provided additional support for Cypriot students being more anxious as 
performers and more susceptible to experiencing maladaptive performance anxiety. 
The fact that the Cypriot students appeared to be more anxious compared to British 
students may be explained in three ways: 
Firstly, the culture of Cypriot society places emphasis on educational achievement and 
obtaining qualifications. In 1997, Unesco conducted an appraisal of the educational 
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system in Cyprus and this was one of the issues to which the Unesco researchers made 
particular reference. Their report acknowledged the good work accomplished by the 
Ministry of Education and Culture (MOEC) in Cyprus, a community that faced massive 
disruption to educational provision following the occupation of 37% of the country by 
Turkey in 1974, and also noted the strong motivation for educational achievement and 
academic success (Unesco, 1997). Representative of the above was Unesco's comment 
that a predominant ideology observed in Cyprus was that the more that you learn the 
better. Unesco's research team explained this to have its roots in the trauma of the 
Turkish occupation in 1974, which provoked a sense of insecurity in which education 
came to be regarded as the one possession which could not be taken away (Unesco, 
1997). According to Toner, `in success-oriented societies where the emphasis is on 
productivity and achievement, individuals are very often required to exercise high levels 
of self-regulation to function effectively and meet the expectations of both the culture 
and the immediate social group' (Toner, 1984, p. 17). Adapting to the requirements of 
the culture and the immediate social group can often be a stressful process, whereby the 
individual must evaluate and adjust their behaviour to meet the required demands. This 
might be a contributing factor in why higher performance anxiety levels were observed 
in the Cypriot students. 
Secondly, Cypriot students performed solos less frequently than the British students 
(see section 6.5.1, table 6.14), suggesting that they were less experienced solo 
performers. British students appeared to be more experienced and less anxious, which 
supports Salmon and Meyer's (1998) and Wilson's (1997) argument that more 
experienced performers experience less performance anxiety. 
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Thirdly, the data suggest that the Cypriot students might have a weaker sense of 
belonging to a supportive musical community compared to their British counterparts, as 
indicated by their autonomy as performers (see section 9.4.1). This independence might 
be the result of these students feeling isolated as performing musicians, and not having 
developed the sense of being part of a supportive group. British students, as they 
appeared to be more group dependent, might have developed a sense of being part of a 
musical community, which helped them cope more effectively with performance nerves. 
Gender 
Gender differences were observed in musicians' performance anxiety levels. Female 
students scored significantly higher than males on the AMPAS. An ANOVA confirmed 
that female students were more prone to being anxious in performance compared to 
male students (see section 7.2.2.1). 
Data from the factor and cluster analyses confirmed and reinforced this finding (see 
sections 9.4.2 and 10.5). The results from the MANOVA on the four components 
obtained from the factor analysis showed significant main effects for gender. There was 
significant difference in scores for `susceptibility to maladaptive anxiety', with female 
students appearing more susceptible than male students to maladaptive anxiety. There 
was also a significant difference in scores for `self-reliance and intrinsic motivation' 
between the two sexes. Female students appeared to be more self-reliant and be more 
intrinsically motivated compared to male students. The chi-square test assessing 
associations between cluster membership and gender also showed a statistically 
significant association between gender and cluster membership. There were slightly 
more male students in cluster 1 (unmotivated students feeling ineffective but guarding 
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self-esteem), significantly more female students in cluster 2 (students susceptible to 
maladaptive performance anxiety) and slightly more females in cluster 3 (confident 
students who experience adaptive performance anxiety). 
These data confirm previous research into musical performance anxiety that has shown 
female musicians to be more prone to experiencing high levels of anxiety in 
performance (Abrams and Manstead, 1981; Wesner et al., 1990; Fishbein et at., 1988; 
Dews and Williams, 1989; LeBlanc et al., 1997; Ryan, 2004; Rae and McCambridge, 
2004; Kenny and Osborne, 2006). 
Despite this, gender did not predict scores on the AMPAS, indicating that when 
considering a number of factors affecting performance anxiety collectively, other 
factors may be more important than gender. Gender did not predict Grade level 
achieved or the perception of receiving positive feedback, indicating that there was no 
significant difference between males and females in, terms of achievement in the 
participating sample of students. 
Me 
Results from the ANOVA and the multiple regression on total score on the AMPAS 
showed that age did not influence or predict students' score. These were rather 
surprising findings, as it was expected that as students became older and progressed to 
higher Grades, increased requirements and competition would cause them to feel more 
self-conscious as performers and possibly more anxious. This finding is in contrast with 
Osborne, Kenny and Holsomback's (2005) findings, who in their study of Australian 
and American adolescent musicians, found older adolescents (ages 14-19) to be more 
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anxious compared to younger musicians. Although there were no statistically significant 
differences when younger (ages 12-15) and older (ages 16-19) adolescent musicians 
were compared on their score on the AMPAS, a significant interaction between 
nationality and age group was indicated (see section 7.2.2.1). The British students were 
more anxious as they became older (this supports the findings by Osborne, Kenny and 
Holsomback, 2005), whilst the Cypriot students appeared to be less anxious as they 
became older. As discussed above, it may be that the context in which adolescent 
musicians develop their learning influences their behaviour toward performance 
anxiety. Similarities between the findings for the British participants of the study and 
Osborne, Kenny and Holsomback's (2005) study might indicate that the British, 
Australian and American contexts of instrumental learning might have more 
commonalities compared to the Cypriot context. 
MANOVA on the four components obtained from the factor analysis evidenced that 
there was not a significant effect for age group. There *ere no differences between 
younger and older musicians in how they approached instrumental learning and 
performance. However, a significant interaction was indicated between nationality and 
age group, as indicated above. British students tended to become more susceptible to 
maladaptive anxiety as they became older. The opposite was the case for Cypriot 
students. 
The chi-square test showed that there were statistically significant associations between 
cluster membership and age group. There was a small difference between the numbers 
of students in cluster 2 (students susceptible to maladaptive performance anxiety), 
which confirmed the lack of differences in performance anxiety levels in younger and 
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older students. Differences occurred in clusters 1 and 3. A higher number of older 
students appeared in cluster 1 (unmotivated students feeling ineffective but guarding 
self-esteem) and a higher number of younger students appeared in cluster 3 (confident 
students who experience adaptive performance anxiety). 
Although it was shown that there were no significant differences within the 
developmental continuum of adolescence, it is not implied here that anxiety levels 
cannot change with age. It may be that the particular sample of adolescent musicians 
investigated was a homogenous group with respect to the experience of performance 
anxiety. If they were compared to children and adults, differences might have occurred. 
The cluster analysis did reveal that younger musicians perceived themselves to be more 
successful in music and had a more positive view of themselves compared to older 
adolescent musicians (see section 10.5). This finding is compatible with research that 
has shown that although throughout adolescence most domains of self-competence 
increase, academic self-concept decreases with the passage of time (Shapka and 
Keating, 2005). In addition, as children progress through the educational system, their 
concern over rank ordering, competition and focus on grades increases. This is related 
to a reduction in achievement motivation (Ames, 1992; Anderman and Maehr, 1994). It 
may be that the age difference in the current sample was not large enough to have 
shown any differences. 
Overall, with respect to adolescence, the research demonstrated that adolescent 
musicians do experience performance anxiety and are influenced by it to a significant 
extent (10.8% of the whole sample fell into the highly anxious group; 15% of the 
Cypriot students and 6.3% of the British students were categorised as highly anxious 
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based on their score on the AMPAS). It was particularly interesting that when asked to 
rate themselves with respect to their level of performance anxiety, more students rated 
themselves as highly anxious compared to the percentage of students categorised as 
such based on their score on the AMPAS (25.3% rated themselves as highly anxious; 
32.5% of Cypriot students and 17.2% of British students considered themselves as 
highly anxious musicians). There was a difference between `objectively' measured 
manifestations of performance anxiety (obtained through measuring scores on the 
AMPAS) and the `subjective' measurements of performance anxiety level (students' 
perceived levels of anxiety). One possible hypothesis arising from this finding is that 
adolescent musicians have different performance anxiety tolerance thresholds. This may 
explain why students that scored similarly on the AMPAS perceived themselves 
differently. Previous research has also demonstrated differences between subjective and 
objective measurements of anxiety in musicians (Abel and Larkin, 1990; LeBlanc et al., 
1997). 
Additional findings related to age demonstrated that age was a significant predictor of 
Grade level achieved, with older students achieving higher Grades, as expected. 
However, age did not predict perception of receiving positive feedback from the 
teacher, indicating that there was no difference in how younger and older adolescent 
musicians perceived the feedback that they received, or that there were no major 
differences in the kind of feedback that they received. 
Overall, the findings on the influence of nationality, gender and age indicate that the 
context of learning is an important influence on performance anxiety. Age, in itself is 
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not a key factor, although attainment level and gender may be. A significant proportion 
of the participating young musicians experienced considerable performance anxiety. 
11.3 The influence of performance anxiety susceptibility, task 
efficacy and performance environment on performance 
anxiety intensity and performance outcomes 
The influence of factors relating to the influence of performance anxiety susceptibility, 
task efficacy and performance environment on performance anxiety intensity and 
performance outcome was the focus of the second research question. Both quantitative 
and qualitative data provided support for the occurrence of these influences. 
The findings from the multiple regression on `total score on the AMPAS' suggested that 
levels of performance anxiety were influenced by factors relating to performance 
anxiety susceptibility and to the performance environment. Higher levels of 
performance anxiety were related to a negative self-concept in music, low self efficacy 
in music and perfectionism. Additionally, the experience of heightened anxiety in the 
presence of an audience, sensitivity to higher levels of anxiety during high self-exposure 
and the influence of the performing environment quality on anxiety levels indicated that 
the performance environment also influenced performance anxiety levels. These 
findings provide support for the conceptual model presented in chapter 3, where 
susceptibility to anxiety and performance environment were associated with how 
performers evaluated a performance event and, subsequently, how anxious they were. 
The regression analysis also revealed influences of the wider context, as nationality was 
a significant predictor, with Cypriot students having higher scores. Moreover, higher 
326 
anxiety levels were associated with the perception of having critical parents with high 
expectations. The wider context and the family environment were not included in the 
conceptual framework based on previous literature (presented in chapter 3). 
The discriminant analysis revealed the factors that differentiated highly anxious 
performers from the remaining participant musicians. Issues were related to 
susceptibility to experiencing anxiety, task efficacy and performance environment. 
These influenced performance anxiety levels and differentiated between the musicians. 
What differentiated between highly anxious musicians and the other groups was that the 
former experienced maladaptive performance anxiety (based on the interpretation of 
Function 1). The highly anxious musicians held negative views of themselves and their 
ability (had negative self concept and low self-efficacy). They also put less effort into 
practising and were influenced by situational parameters such as audience presence, 
high self-exposure and performance environment quality. Results from the factor 
analysis supported the influence of these elements on susceptibility to maladaptive 
performance anxiety. Variables relating to performance anxiety susceptibility included 
perfectionism, low self-efficacy in music, negative self-concept in music and concern 
regarding others' reactions to playing. They also included variables relating to the 
performance environment, such as experience of heightened anxiety in the presence of 
an audience, sensitivity to degree of self-exposure and influence of the quality of the 
environment on anxiety levels. `Susceptibility to maladaptive anxiety' was also 
characterised by variables relating to the experience of high levels of pre-evaluation 
anxiety, negative performance experiences and the experience of the physiological 
symptoms of anxiety during performance. 
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The cluster analysis supported these findings. Students in cluster 2 (students susceptible 
to maladaptive performance anxiety) had a negative self-concept in music, low self- 
efficacy beliefs, showed perfectionistic tendencies, experienced heightened anxiety in 
the presence of an audience and held negative outcome expectancies, factors related to 
susceptibility to experiencing anxiety in performance. High levels of exposure (e. g. solo 
performances, important recitals) and threatening and / or unfamiliar venues aggravated 
their performance nerves. Additionally, these students did not invest much effort in 
practising, suggesting that there is a relationship between task efficacy and experience 
of musical performance anxiety. 
The qualitative analysis demonstrated that susceptibility to performance anxiety 
influenced anxiety levels and the performance outcomes. Maintaining confidence and a 
positive attitude to performance were seen by the students as promoting success, whilst 
being overly concerned with others' evaluations and having low confidence were 
perceived to relate to unsuccessful performances. Maintaining a positive approach to the 
performance and thinking positively about the performance outcome was a strategy that 
some of the students adopted and found useful in dealing with performance anxiety. 
High levels of trait anxiety were identified by the students as relating to excessive 
sensitivity to performance anxiety, while low levels of trait anxiety were associated with 
low levels of performance anxiety. 
A number of issues relating to task efficacy were identified by the students as being 
related to performance anxiety level and performance outcomes. Good / adequate 
preparation and effort were seen as important prerequisites for performance 
achievement, whilst inadequate preparation was seen as a recipe for failure. Ensuring 
328 
appropriate preparation was a key strategy for many students in coping with 
performance nerves. Lack of motivation to work was seen as leading to unsuccessful 
performances. The students also indicated that the amount of difficulty of the performed 
pieces influenced how well they were able to perform. There may be links here with the 
amount of practice. 
The performance environment was considered important with respect to levels of 
anxiety and performance outcomes. The presence of a supportive and positive audience 
helped the students perform well, whilst the presence of a judgemental audience caused 
anxiety to escalate and the performance to deteriorate. The extent of perceived self- 
exposure was also related to performance outcomes. When students felt that they had 
the support of other co-performers, anxiety was lower and performance was more 
successful. Familiarity with the performance venue and the quality of the performing 
environment were also important. Students reported that familiarity with the 
performance environment helped them perform well, whilst unfamiliar venues made 
them feel uncomfortable and perform less well. Familiarisation with the performance 
venue was a strategy that some students adopted in order to cope with performance 
anxiety. Unsatisfactory performance conditions (e. g. excessive heat, small venue, poor 
acoustics) could also affect anxiety and performance. 
The finding that trait anxiety was associated with students' performance anxiety level 
supports earlier research by Wilson (2002), Kemp, (1996), Rcubart (1985), Cox and 
Kernardy (1993) and Hamann (1982). The findings also support existing literature that 
has found that the presence of audience increases anxiety levels in some performers 
(LeBlanc, 1994; Cox, 1968; Leglar, 1978; Hamann, 1982; Hamann and Sobaje, 1983; 
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Abel and Larkin, 1990) and that level of self-exposure affects performance anxiety 
(Wilson, 1997). Parasuraman and Purohit (2000) have also indicated that the quality of 
the work environment is a source of stress in musicians' lives. The present study 
supports these findings. 
Through the consideration of the quantitative and qualitative data, it has been shown 
that performance anxiety susceptibility, task efficacy and the performance environment 
have an effect on performance anxiety levels and, eventually, on the performance 
outcome, providing support for the conceptual model presented in chapter 3. Wilson 
(1973; 1997; 2002), LeBlanc (1994) and Hallam (1998a) have referred to these issues, 
but, to date, no empirical studies have been reported which considered all aspects 
simultaneously. This study reinforces the conception that performance anxiety is a 
multi-dimensional construct. A musician's performance anxiety level cannot be 
attributed to one specific factor, but is a combination of causes, some of which are 
personal and influence their susceptibility to experiencing anxiety (self-concept, self. 
efficacy, trait anxiety, perfectionism), some of which can be controlled by the performer 
and influence their task efficacy (amount of effort, motivation, difficulty of pieces) and 
some of which are attributed to external and / or uncontrolled parameters and mostly 
relate to the environment where the performance takes place (audience presence, quality 
of venue). The data showed that performers may also have a range of performance 
strategies, which might influence how effectively they are able to cope with 
performance anxiety and how successful their performance will be. Coping strategies 
might relate to task efficacy. This was not included in the conceptual framework 
presented in chapter 3. The study has indicated that, for adolescent musicians, they can 
play an important part in controlling anxiety levels. 
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The findings indicate that performance anxiety susceptibility, task efficacy and 
performance environment do influence anxiety intensity and performance outcomes, 
supporting the model set out in chapter 3 and earlier conceptual models. 
11.4 Factors affecting performance anxiety level 
Identifying the factors affecting performance anxiety level in adolescent musicians was 
the focus of the third research question. These were assessed through a multiple 
regression analysis of scores on the AMPAS and discriminant analysis. 
The results showed that performance anxiety in adolescents is a multi-faceted construct 
that is influenced by a variety of factors relating to self-perceptions, situational 
parameters, individual identity and culture (the wider context) and the family 
environment. More specifically, higher scores on the AMPAS were related to (in order 
of importance): higher perceived levels of anxiety, increased sensitivity to anxiety when 
feeling highly exposed, negative self concept, increase in anxiety when playing in 
threatening or uncomfortable venues, low self-efficacy beliefs, the experience of 
heightened anxiety in the presence of an audience, being of Cypriot nationality, 
perfectionism and perceptions of having critical parents with high expectations (see 
section 8.3.1). The discriminant analysis revealed one significant function, which 
differentiated highly anxious performers from the remaining participant musicians. This 
was related to the experience of maladaptive musical performance anxiety. The highly 
anxious performers perceived themselves to be highly anxious. Their anxiety was 
influenced by situational parameters such as audience presence, high self-exposure and 
performance environment quality. They held negative views of themselves and their 
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ability (had negative self concept and low self-efficacy), perceived the feedback they 
received more negatively and put less effort into practising. The discriminant analysis 
indicated that low anxious students experienced adaptive performance anxiety. 
The existing literature has considered some of these factors individually and reported 
them as contributing to performance anxiety. For instance, higher levels of exposure 
have been related to higher performance anxiety levels by Wilson (1997), Leglar 
(1978), Gustafson and Rawson (1983), Fishbein et al. (1988) and Brotons (1994), while 
the quality of the performance environment has been demonstrated to contribute to 
stress in musicians by Parasuraman and Purohit (2000). Low self-efficacy beliefs have 
been considered to relate to distress and increased arousal by Bandura (1982) and 
Schwarzer and Jerusalem (1992), while perfectionism has also been found to be a 
contributing factor to high levels of performance anxiety in performing musicians by 
Sinden (1999) and Mor et al. (1995). The perception of having critical parents with high 
expectations supports Gabrielsson's (1999) view that demands and high expectations 
from teachers and family can result in feelings of inadequacy and nervousness, while 
the experience of heightened anxiety in the presence of audience supports much existing 
literature (LeBlanc, 1994; Cox, 1968; Leglar, 1978; Hamann, 1982; Hamann and 
Sobaje, 1983; Abel and Larkin, 1990). 
The research findings support earlier literature relating to the identification of factors 
affecting performance anxiety levels. The current research is unique in considering 
these factors collectively in adolescents and ascribing weightings to each. 
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11.5 Influence of performance anxiety and other factors on 
students' attainment 
The influence of performance anxiety and other factors on adolescent musicians' 
attainment was the focus of the fourth research question. These were assessed through 
multiple regression on the variables `Grade level achieved' and `perception of receiving 
positive feedback from teacher'. 
Results showed that identity and culture, position on the developmental continuum of 
adolescence, situational factors, level of performance anxiety, students' self- 
perceptions, and views about the nature of ability all influenced students' attainment 
level in Graded examinations. The achievement of higher Grades was related to (in 
order of importance): students being of British nationality, being older, being more 
anxious, having higher self-efficacy, being sensitive to the degree of self-exposure, 
having a positive self-concept in music, anxiety levels being less influenced by the 
quality of the performance environment and holding an entity view on ability. The 
finding that the achievement of higher Grades was related to the experience of higher 
levels of performance anxiety is logical, as generally higher Grades are more 
demanding. 
Perceptions of receiving positive feedback from the teacher were influenced by self- 
perceptions (self concept and perceived level of anxiety), amount of effort put into 
practising, identity development, motivational factors for engagement with music and 
beliefs about ability. More specifically, a stronger perception of receiving positive 
feedback was related to (in order of importance): development of a positive self concept 
in music, investment of effort in practising, development of a positive musical identity, 
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being driven by social (desire to please others) motivational factors to engage in 
instrumental learning, holding an entity view regarding ability, perceptions of being less 
anxious as a performer and being driven by internal (enjoyment, intrinsic interest) 
motivational factors to engage in instrumental learning. 
Although nationality, age, low self-efficacy, sensitivity to degree of self-exposure, total 
score on the AMPAS and effect of performance environment quality on anxiety 
predicted Grade level achievement, they did not predict the perception of receiving 
positive feedback from teacher. Additionally, although effort in practice, development 
of musical identity, perception of being under pressure to continue with music lessons, 
low perceived level of anxiety and intrinsic motivation to learn a musical instrument 
predicted the perception of receiving positive feedback from teacher, they did not 
predict Grade level achievement. Positive self-concept in music and entity theory of 
ability were the only common variables. This suggests that holding positive self- 
perceptions is important in doing well in music, as well as believing in the notion of 
talent. It was interesting that whilst score on the AMPAS influenced Grade level 
achievement, it did not influence the perception of receiving positive feedback from the 
teacher. The perception of positive feedback was predicted by low perceived level of 
anxiety, suggesting that the level of perceived anxiety might influence how students 
interpret the feedback they receive. Students perceiving themselves to be low anxious 
seem to interpret feedback more positively compared to students perceiving themselves 
to be highly anxious. This extends findings from the cluster analysis showing that 
highly anxious students susceptible to maladaptive performance anxiety (cluster 2) 
tended to perceive the feedback they receive more negatively and confident students 
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experiencing adaptive performance anxiety (cluster 3) perceived the feedback they 
received more positively. 
The link between high self-efficacy and high levels of achievement is supported by 
research both in music (McPherson and McCormick, 1999; McCormick and 
McPherson, 2003; McPherson and McCormick, 2006) and in other educational spheres 
(Pajares 1996). Entity views of ability were related to students' attainment in Graded 
examinations. However, they were also related to `negative perceptions of the impact of 
anxiety, low self-confidence and lack of motivation' (component 3) and to 
`achievement, positive musical identity and effort' (component 2) in the factor analysis. 
This indicated that both positive and negative approaches to learning might be related to 
holding an entity theory of ability in music. This was an unexpected finding, as those 
holding an entity view have been described as being prone to learned helplessness 
(Dweck, 2000). It may be that holding an entity theory of ability, having negative 
perceptions of the impact of anxiety and low motivation are related in cases where 
failure is attributed to lack of ability, as motivation is lowered and anxiety increases 
(especially in less confident students). This was confirmed by cluster 2 students' 
(students susceptible to maladaptive performance anxiety) scores on the variables 
`entity theory of ability' (. 12) and `incremental theory of ability' (. 00). However, 
holding an entity theory of ability and positive achievement may also be related because 
in music and other creative arts, praise is usually person-oriented and the word 
`talented' is frequently used to denote those who are successful. The development of a 
successful self-image based on teacher, family and peers' suggestions and person- 
oriented praise may lead to entity perceptions. However, data also showed that 
confident students experiencing adaptive performance anxiety (cluster 3) appeared to 
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hold a stronger `incremental theory of ability' (. 27) compared to an `entity theory of 
ability' (. 03). These findings suggest that, in young musicians, entity and incremental 
theories of ability can co-exist, in the sense that they may believe they are talented, but 
also consider that their performance can improve with effort. Cluster 1 students' 
(unmotivated students feeling ineffective but guarding self-esteem) scores on beliefs 
about ability indicated that their scores were lower than the mean on both `entity theory 
of ability' (-. 13) and `incremental theory of ability' (-. 28). This indicated that they 
scored significantly lower than the other two groups of students on both items, and that 
they scored slightly lower on incremental compared to entity theory of ability. Overall, 
these data indicate that holding only an entity theory of ability seems to have a negative 
result by increasing susceptibility to maladaptive performance anxiety (as in cluster 2 
students). Holding both incremental and entity theories of ability can have a positive 
result by increasing students' effort and confidence, when the incremental theory is 
stronger (as in cluster 3 students). Having low beliefs in both theories seems to have a 
negative result by decreasing motivation (as in cluster 1 students). 
The findings suggest that adolescent musicians' attainment in Graded examinations and 
the way they interpret the feedback they receive is influenced by a variety of factors, 
including context, age, self-perceptions, situational parameters, views about the nature 
of ability, effort, motivation and identity development. Performance anxiety level does 
affect students' attainment in Graded examinations. Additionally, the perception of 
receiving positive feedback is predicted by subjective evaluations of anxiety level, 
indicating that perceived level of anxiety might relate to how young musicians interpret 
the feedback they receive. 
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11.6 Approaches to instrumental learning and performance 
Students' approaches to instrumental learning and performance were explored by 
conducting factor analysis, and were the focus of the fifth research question. 
The results showed that four approaches to instrumental learning could be identified and 
that performance anxiety influenced how adolescent musicians approached learning in 
music. Two of those indicated positive tendencies ('achievement, positive musical 
identity and effort' and `self-reliance and intrinsic motivation'), whilst the other two 
indicated negative dispositions ('susceptibility to maladaptive anxiety' and `negative 
perceptions of the impact of anxiety, low self-confidence and lack of motivation'). 
These findings suggest that performance anxiety is an issue for students and does 
influence the way that they approach their instrumental learning and performance. This 
is an important finding, which has a number of implications for music education (these 
are discussed in more detail in chapter 12). 
Students' scores on the four components were used in further analyses, which sought to 
explore differences in nationality, age and gender and also to investigate which of the 
four components could predict student attainment, weekly practice and number of 
annual public performances. The results showed that the Cypriot students were more 
susceptible to maladaptive performance anxiety and more self-reliant when compared 
with the British students. As discussed in section 11.2, the greater susceptibility of 
Cypriot students to maladaptive performance anxiety may be related to pressure from 
the wider society to do well, having less experience in solo performing and also having 
a weaker sense of belonging to a supportive community. British students tended to get 
more susceptible to maladaptive anxiety as they became older, while the opposite was 
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the case for Cypriot students. Female students were more susceptible to maladaptive 
performance anxiety and more autonomous as performers when compared to male 
musicians. They may need less external reassurance and approval because they value 
their personal judgements more highly. Low susceptibility to maladaptive performance 
anxiety and a sense of achievement, positive musical identity and devotion of effort 
were both significant predictors of high attainment in instrumental examinations, of the 
investment of a large amount of time in practising and of the accomplishment of a 
considerable number of annual public performances. These findings highlight the 
importance reducing susceptibility to maladaptive performance anxiety and developing 
confident musicians who have a positive musical identity in promoting high attainment, 
effort and frequent engagement in performance activities. Positive perceptions of the 
impact of anxiety, self-confidence and motivation were significant predictors of time 
spent practising by students. Holding positive perceptions about the potential impact of 
anxiety in performance and a sense of self-confidence may be instrumental in 
developing and sustaining students' motivation for practising. Low levels of autonomy 
and low intrinsic motivation were related to carrying out a high number of public 
performances. Perhaps musicians who are not self-reliant or intrinsically motivated 
utilise public performances as a way to receive feedback and ultimately achieve external 
approval. Public performances may act as a motivational factor for these students to 
continue their engagement with music. Alternatively, these students may have had little 
control over the number of performances that they give. 
Findings suggest that adolescent musicians hold different approaches to instrumental 
learning and performance and these are influenced by performance anxiety. These 
approaches are influenced by nationality and gender, but not so much by age. Positive 
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approaches to learning and performance are related to higher attainment in Graded 
examinations, investment of effort into practising and frequent engagement in 
performance activities. 
11.7 Instrumental students' profiles and their relationship 
with performance anxiety 
The investigation of the presence of instrumental student profiles was the focus of the 
sixth research question. 
The cluster analysis revealed the existence of three types or profiles of instrumental 
students, namely `unmotivated students feeling ineffective but guarding self-esteem', 
`students susceptible to maladaptive performance anxiety' and `confident students who 
experience adaptive performance anxiety'. An inspection of both quantitative and 
qualitative data assisted in a more thorough understanding of the characteristics of each 
of these student types and their relationship with performance anxiety. 
Unmotivated students feeling ineffective but guarding self-esteem were characterised by 
the fact that they were not intrinsically motivated to engage in instrumental learning, did 
not put effort into practising and perceived their parents to be unsupportive. They had a 
weak sense of musical identity and were troubled by low self-efficacy and negative self- 
concept beliefs. These students experienced moderate arousal levels in performance and 
felt that they were not successful (they reported that the feedback they received from 
their teacher was negative). Inspection of the qualitative data suggested that these 
students employed defensive behaviour as they wanted to guard their self-esteem. High 
marks for these students served to reinforce self-concept. They attributed their failures 
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to external factors that were beyond their personal control, a behaviour that might also 
have served to protect self-esteem. These students considered themselves to be 
moderately anxious and in order to cope with performance nerves, they preferred to 
maintain a positive approach to performance and approach it confidently. The findings 
suggest that although not highly motivated, cluster 1 students were moderately anxious 
about doing well, perhaps because they did not want to risk jeopardising their self- 
esteem. These students were most likely to do moderately well (get a Pass) in 
instrumental examinations, which indicated that they did well enough to make sure they 
did not jeopardise their self-esteem. 
Students that appeared to be susceptible to the experience of maladaptive performance 
anxiety were characterised by the fact that they had had negative experiences in 
performance and experienced high physiological arousal levels. This finding supports 
the conceptual model presented in chapter 3, which related the experience of high 
arousal with maladaptive performance anxiety and the impairment of performance 
skills. It also supports other literature on arousal and performance efficiency (Yerkes 
Dodson, 1908; Wilson, 1973,1997,2002). These students were strongly influenced by 
situational conditions such as audience presence, high degree of exposure and 
threatening / unfamiliar venues, as such conditions tended to intensify their performance 
anxiety. These issues have also been raised in the literature (see discussion in sections 
11.3 and 11.4). Students susceptible to maladaptive performance anxiety were often 
apprehensive about an upcoming performance for days before the event and usually 
held negative outcome expectancies. They commented strongly on the negative effects 
that anxiety could have on performance. Their personal characteristics included 
negative self-concept in music, low self-efficacy beliefs and perfectionism. These may 
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have contributed to their experience of maladaptive performance anxiety. They 
perceived the feedback that they received from their teacher to be negative, which 
suggests that they felt they were unsuccessful players, and invested little effort in 
practice. This finding, in conjunction with the frequent negative outcome expectancies 
that they reported, supports earlier research which suggests that estimations of high 
probability of failure tend to result in the investment of little effort (Covington and 
Omelich, 1981; Carver and Scheier, 1986). The qualitative data supported and 
reinforced the findings from the questionnaire. These students tended to compare 
themselves with others and generally held negative self-views. Moreover, they felt the 
need for external approval and pressure to achieve in music, and perhaps this was the 
reason they considered achieving high marks to be so important. They tended to 
attribute their failures to internal factors, which may explain their negative self-concepts 
and low self-efficacy beliefs and perhaps contributed to maintaining their low self- 
esteem and promoted sensitivity to maladaptive performance anxiety. Weiner (1985) 
stressed the importance of achievement attributions, suggesting that when negative 
events are explained in terms of internal, stable and controlled factors, students feel 
more pessimistic. This might increase vulnerability to experiencing performance 
anxiety. Most of these students recognised themselves to be highly anxious performers. 
Some also admitted to being predisposed to being anxious in general (having high levels 
of trait anxiety), supporting the work of Wilson (2002), Kemp, (1996), Reubart (1985) 
Cox and Kernardy (1993) and Hamann (1982). These students' high performance 
anxiety levels seemed to relate to fear of failure (Sarason 1980) and fear of negative 
evaluation and anxiety (Lehrer, 1987). In order to cope with performance anxiety, they 
relied on practising, but also evidenced a proactive approach by rehearsing in the 
performance venue beforehand. The importance of acclimatisation within the 
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performance environment when students prepare for a performance has recently been 
highlighted by Hallam (2006), a view that is reinforced by the findings arising from the 
present study. These students were most likely to either Fail or do well (get Merit) in 
instrumental examinations. This might imply that when students were not in control of 
their nerves, they impeded their performance, whilst when they were able to cope with 
them they actually performed well. 
Confident students who experienced adaptive performance anxiety were characterised 
by previous positive experiences in performances and did not feel threatened in the 
presence of an audience. When compared to the other two groups, they experienced low 
arousal and anxiety levels in performance. Students in this group were generally 
confident, had a strong sense of musical identity, a positive self-concept in music and 
enjoyed their engagement with musical activities. They were intrinsically motivated and 
reported that they devoted a lot of time to practising. They perceived the feedback that 
they received to be positive. These indicate that they did not feel anxious about doing 
well as they were confident performers. Although their physiological arousal levels 
were not at zero level (which would impede concentration on the task), these were 
maintained at a low and manageable level that eventually helped them perform well. 
The qualitative data reinforced these findings, showing that these students perceived 
themselves to be highly competent. Achieving high marks in examinations and 
auditions was important for them, not because they sought external reassurance of their 
abilities, but because they saw this as a reward for their hard effort. They maintained a 
healthy attitude to such rewards, as they acknowledged that an examination result 
represented the quality of their performance at a specific point in time, and not their 
general ability in music. These students' attitudes in attributing failure in performance 
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were a balanced combination of internal and external factors. They were self-aware in 
relation to their anxiety levels and stressed that they did not feel threatened by 
performance and that they engaged in this activity because it was something they 
inherently enjoyed doing. They were able to use the arousal they felt prior to 
performance in a positive way and believed that this enhanced the quality of their 
playing, supporting earlier research (Wills and Cooper, 1988; Gates and Montalbo, 
1987; Hamann, 1982; Kemp, 1996). Findings from this study support these reports. 
Overall, these students maintained a healthy, balanced and thoughtful approach to 
performance, something that was also evident in their responses regarding the coping 
strategies they employed. They emphasised the importance of maintaining a positive 
approach to performance in dealing with performance anxiety and focused on strategies 
that were activated during performance, e. g. focusing on the music and communication. 
These students were most likely to do very well (get Distinction) in instrumental 
examinations, which further reinforced the fact that any anxiety that these students 
might have felt did not impede their performance but helped them perform at their best. 
Interesting differences between the three clusters of students were observed in relation 
to the strategies they employed for coping with performance anxiety. Unmotivated 
students feeling ineffective but guarding self-esteem (cluster 1) did not report any 
strategies other than being adequately prepared, indicating that they were not proactive 
in developing strategies specifically for performance. Students susceptible to the 
experience of maladaptive performance anxiety (cluster 2) also mentioned effective 
practising, but mentioned proactive strategies, such as rehearsing in the venue prior to 
the performance. This indicates that these students planned their performance, perhaps 
in an effort to minimise the negative effects of anxiety. Whilst cluster 1 and 2 students' 
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strategies mostly focused on strategies they could employ themselves, confident 
students who experience adaptive performance anxiety (cluster 3) were able to shift 
their attention away from themselves. These students mentioned concentrating on the 
enjoyment of music and focusing on communication with the audience in addition to 
maintaining a positive approach prior to performance. This indicated that cluster 3 
students had devised active coping strategies both prior to and during the performance 
and that their thinking about performance had progressed to a more advanced level. 
Considering the three adolescent musicians' profiles presented in here in conjunction 
with their approaches to instrument learning and performance, some links between the 
two were identified. The ANOVA indicated that confident students who experienced 
adaptive performance anxiety (cluster 3) had positive factor scores on the two positive 
approaches to instrumental learning and performance (`achievement, positive musical 
identity and effort' and `self-reliance and intrinsic motivation') and negative factor 
scores on the two negative ones ('susceptibility to maladaptive anxiety' and `negative 
perceptions of the impact of anxiety, low self-confidence and lack of motivation'). They 
had the highest score on `achievement, positive musical identity and effort' and 
statistically significant differences were observed between them and clusters 1 and 2 on 
this particular factor. This indicated that cluster 3 students are most likely to evidence 
positive approaches to instrumental learning and performance. Links between students 
susceptible to the experience of maladaptive performance anxiety (cluster 2) and 
`susceptibility to maladaptive anxiety' appeared in the data, as these students had the 
highest factor score on this particular factor and statistically significant differences were 
observed between them and clusters 1 and 3. This indicated that these are the students 
most likely to adopt this less constructive approach to instrumental learning and 
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performance. Students in cluster 1 (unmotivated students feeling ineffective but 
guarding self-esteem) scored highest on the factor `negative perceptions of the impact of 
anxiety, low self-confidence and lack of motivation', suggesting that fear of 
experiencing the potential negative effects of anxiety and fear of failing might be a key 
factor for these students. Fear of failing might relate to why these students strove to 
protect their self-esteem. Statistically significant differences were observed between 
them and clusters 2 and 3. Their lack of motivation in combination with not developing 
proactive strategies other than being adequately prepared for coping with performance 
anxiety and their low-self-efficacy beliefs and negative self-concept in music were 
related to having negative perceptions of the impact of anxiety. As they were not 
intrinsically motivated to learn a musical instrument, practised little, did not perceive 
receiving positive feedback from their teacher, did not have a strong sense of musical 
identity and were afraid of failing, it is expected that these students are those most likely 
to drop-out of instrumental tuition. 
The findings support the conceptual model outlined in chapter 3 in that three clusters of 
students were identified with high, moderate and low levels of anxiety, which linked 
with factors at the pre-performance level. 
11.8 Implications of findings for the conceptual framework 
The study has focused on understanding how performance anxiety affects adolescent 
musicians. A conceptual framework setting out the important interactions between the 
variables that influence the causes and consequences of anxiety in musical performance 
was presented in chapter 3. The framework showed the way those factors may interact 
and affect a musician, from the moment they commit to a performance, through 
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preparation for it, the performance itself, and the impact of the outcomes of that 
performance on subsequent cycles of preparation. The findings from the study have 
important implications for the conceptual framework. 
Firstly, the study has indicated that musical performance anxiety in adolescent 
musicians is a multi-faceted construct, and is influenced by a variety of factors related 
to a performer's susceptibility to experiencing anxiety, their task efficacy and the 
environment in which the performance takes place. Additionally, the study has shown 
that performance anxiety is difficult to assess, as there was a difference between 
`objectively' measured manifestations of performance anxiety and the `subjective' 
measurements of performance anxiety level, indicating that adolescent musicians may 
have different performance anxiety tolerance thresholds. It may therefore be difficult to 
come up with a measurement of performance anxiety that illustrates graphically the 
complex relationships between objective and subjective measurements of performance 
anxiety. The study has indicated that context is potentially a very important factor that 
can affect how musicians are influenced by and respond to performance anxiety. 
Differences between British and Cypriot students were found, not only in performance 
anxiety levels, but also in how they responded to performance anxiety as they become 
older. The wider context should therefore be taken into account when assessing 
performance anxiety in adolescent musicians. Finally, the findings from the study 
suggest that the family environment is important. Critical parents with high expectations 
appeared to increase young musicians' performance anxiety, whilst the factor analysis 
suggested that the development of self-reliant musicians is related to the active 
involvement of parents, through offering support and constructive feedback. The 
immediate family environment should be taken into consideration when investigating 
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the experience of performance anxiety in young musicians. The study has also shown 
that the strategies that musicians use to cope with anxiety may be important in how 
successful they are at controlling physiological arousal and alleviating the potential 
maladaptive effects of anxiety. This is another area that should be given attention, both 
when investigating performance anxiety in adolescent musicians and when helping 
students learning to cope effectively with maladaptive performance anxiety. 
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Chapter 12 
Limitations, implications of study and 
suggestions for further research 
12.1 Introduction 
This chapter begins by presenting limitations of the research, followed by a description 
of the implications of the study and suggestions for further research. 
12.2 Limitations of the study 
This research was concerned with exploring the experiences of adolescent musicians 
from their perspective and offers new insights into understanding the ways in which 
performance anxiety affects young musicians. There are, however, a number of 
limitations that need to be taken into account. 
The use of a self report questionnaire presents several limitations. Firstly, self-report 
questionnaires access self-reality that may be different from objective reality. The aim 
of the study was to explore the experience of performance anxiety from the adolescents' 
perspective and a self-report questionnaire presented an appropriate instrument to do 
this, however participants' perspectives might be biased or inflated. Secondly there are 
issues related to external validity. There might be a difference between what individuals 
say they do or experience in a questionnaire and what they do or experience in real life. 
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Some students might have orchestrated their responses to concur with what they thought 
they ought to respond, and might have therefore not been totally honest in their answers. 
Ensuring confidentiality may have reduced this tendency. 
While care was taken to ensure that the sample was balanced in terms of gender, age 
and nationality, it was not representative of all adolescent musicians. However, the 
sample size does enable same tentative generalisations. 
The study was mostly based on quantitative data. Qualitative data wcrc limited. While 
consideration was given to undertaking interviews to provide richer qualitative data, 
lack of resources prevented this. Related to this is the fact that the research study was 
not longitudinal and was therefore not able to capture potential changes in performance 
anxiety over time. The results presented here provide a snapshot at a specific point in 
time and must be treated as such. A longitudinal research design could potentially yield 
interesting information, but was beyond the scope of the present research study. 
Additionally, as the study was mostly quantitative, the issue of causality is another 
limitation. Although statistical analysis can give substantial information about the 
correlation between variables, it does not indicate what condition causes another 
condition; it simply indicates the presence of a relationship between variables. Only a 
longitudinal study monitoring change from the very start would assess this. 
Finally, the data collected and presented in the thesis do not provide information 
regarding all parts of the conceptual framework presented in chapter 3. The research 
study was focused primarily on the first two phases (pre-performance and during- 
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performance conditions) and has provided some evidence to support the proposed 
framework in those two phases. The study only indirectly covered the third phase, 
which dealt with post-performance conditions and longer term effects of performance 
anxiety. A longitudinal study would have been needed for a thorough investigation of 
this, although the reference to past experience by students does provide some data. 
12.3 Implications / recommendations arising from the study 
Implications and recommendations arising from the study are directed to performers, 
teachers, policy makers and researchers. 
With respect to performers, the study has supported the importance of understanding 
how performance anxiety affects individual musicians and the usefulness of a personal 
assessment of performance anxiety susceptibility in planning preparation for 
performance. Appropriate preparation (technical and psychological) and the 
development of appropriate coping strategies can help in ensuring that performers are 
not influenced by the maladaptive effects of performance anxiety but benefit from the 
adaptive properties that pre-performance arousal can have. Such strategies need to focus 
on maintaining a positive attitude to the performance and on reducing high stakes in 
performance. Effective strategies for coping with anxiety need not only to focus on what 
performers should do prior to the performance, but also during the performance. 
Performers should focus on the music and on the effective communication of their 
feelings to the audience. 
Implications for teachers are many. The development of a positive self-concept in music 
and the promotion of effective strategies for coping with performance anxiety should be 
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promoted in instrumental teaching. Additionally, the importance of individual 
characteristics in shaping vulnerability to anxiety should be taken into account in 
educational contexts. This research has shown that different types of students are 
affected by anxiety in distinct ways. Students may be predisposed to experiencing one 
of the two types of performance anxiety (maladaptive or adaptive). Therefore, teachers 
should try to identify the direction of each student's predisposition (whether it leans 
towards an adaptive or maladaptive type) and their teaching approaches should be 
tailored to suit each individual student's dispositions and needs. Teachers should 
provide constructive feedback to young musicians so that positive identity development 
and self-confidence are promoted and motivation for engaging with music is not 
jeopardised. Teachers should try to maintain students' interest and intrinsic motivation 
and help them maintain a healthy and balanced approach to performance by stressing 
that each performance is a learning experience. At a practical level, teachers need to 
ensure that students are familiarised with the performance venue prior to the event so 
they will be psychologically prepared for what to expect and also to practice performing 
itself. Teachers also need to emphasise the importance of musical communication and 
the enjoyment of the performance by the audience. 
Implications for policy makers that are responsible for designing curricula also arise as 
a result of the study. Data have shown that performance anxiety affects adolescent 
musicians in a variety of ways. Since performance anxiety seems to occur in the 
adolescent years, young musicians' educational programmes should promote awareness 
of the issue. Awareness is crucial in the process of learning to cope effectively with 
performance anxiety. Educational programmes should not therefore focus solely on 
technical preparation for performance, but should also offer psychological preparation 
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and support. Performance anxiety should be openly discussed in these contexts so that 
young musicians understand what they are experiencing and realise that they are not 
alone or different from others. Discussions between teachers and students within such 
programmes should emphasise that some anxiety and physiological arousal before 
performance is natural and in some cases necessary in order to perform effectively. 
Implications for researchers are also evident. First of all, the lack of a comprehensive 
understanding of performance anxiety in music at the various stages of its manifestation 
was an issue raised early in the thesis. The findings from the study show that 
performance anxiety should be conceptualised and treated by researchers as a multi- 
dimensional construct operating over time. The conceptual framework presented here 
could be used as a guideline for further research implementation. 
12.4 Suggestions for further research 
Following from the implications of the study for researchers, some suggestions for 
further research are given. Longitudinal studies that aim at assessing the effects of 
performance anxiety on young performers would be particularly useful as they would 
also be able to monitor changes in performance anxiety over time in the long and short 
term. Additionally, research could benefit from undertaking comparisons between 
musicians of different ages and cultures. 
The broader context is another area that could benefit from further research. The 
influence of the culture and society in shaping musicians' susceptibility to experiencing 
performance anxiety has not yet been investigated, and research in this domain would 
be particularly beneficial. Additionally, the influence of the institutional context on how 
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musicians respond to performance anxiety, as well as influences from the close 
environment (support / pressure from parents and teachers) could be further 
investigated. 
Future research could further investigate different types of student musicians and 
explore whether some types are more common in professional musicians. It might be 
expected that more `confident students that experience adaptive performance anxiety' 
(cluster 3) would become professionals. On the other hand, research has indicated that 
many professional musicians suffer from the negative effects of performance anxiety, 
which indicates that some professional musicians fall into cluster 2 (they are susceptible 
to maladaptive performance anxiety). Further research could investigate what motivates 
these musicians to continue professional performing despite experiencing high levels of 
distress. 
Such research could also focus on case studies. For example, research focusing on those 
placed at the two extremes of the performance anxiety continuum would be interesting. 
Such studies would advance our understanding of the differences between musicians 
and would assist in indicating more clearly the long term effects of their positive or 
negative performance experiences. 
Finally, research into how specialised educational programmes could be developed and 
incorporated into performance courses (both at secondary and tertiary levels) would be 
constructive. The aim of such programmes would be to promote performance anxiety 
awareness, to maintain musicians' motivation and to contribute in the development of a 
positive self-concept in musicians. Further research could also assess the impact of such 
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programmes on musicians' confidence and behaviour towards anxiety both in the short 
and in the long term. 
354 
References 
Abel, J. L. and Larkin, K. T. (1990). Anticipation of performance among musicians: 
Physiological arousal, confidence, and state-anxiety. Psychology ofAfusic, 18,171-182. 
Abrams, D. and Manstead, A. S. (1981). A test of theories of social facilitation using a 
musical task. British Journal of Social Psychology, 20,271-278. 
Alpert, R. and Haber, R. (1960). Anxiety in academic achievement situations. Journal 
of Abnormal and Social Psychology, 61,207-215. 
Ames, C. (1992). Classrooms: Goals, structures, and student motivation. Journal of 
Educational Psychology, 84,261-271. 
Anderman, E. M. and Maehr, M. L. (1994). Motivation and schooling in the middle 
grades. Review of Educational Research, 64,287-309. 
Appel, S. (1974). Modifying solo performance anxiety in adult pianists. Unpublished 
doctoral dissertation, Columbia University. 
Atkinson, J. W. (1964) An introduction to motivation. Princeton, New Jersey: Van 
Nostrand. 
355 
Atkinson, J. W. and Feather, N. T. (1966) A theory of achievement motivation. New 
York: Wiley. 
Bachman, J. G. and O'Malley, P. (1977). Self-esteem in young men: A longitudinal 
analysis of the impact of educational and occupational attainment. Journal of 
Personality and Social Psychology, 35,365-380. 
Bandura, A. (1977). Self-efficacy: Towards a unifying theory of behavior therapy. 
Psychological Review, 84,191-215. 
Bandura, A. (1982). Self-efficacy mechanism in human agency. American Psychologist, 
37,122-147. 
Bandura, A. (1997). Self-efficacy: The exercise of control. New York: W. H. Freeman 
and Company. 
Barlow, D. H. (1988). Anxiety and its disorders. New York: Guildford Press. 
Barry, N. H. and Hallam, S. (2002). Practice. In R. Parncutt and G. E. McPherson 
(Eds. ), The science and psychology of music performance (pp. 151-165). Oxford 
University Press. 
Bartholomew, D. J., Steele, F., Moustaki, I. and Galbraith, J. I. (2002). The analysis and 
interpretation of multivariate data for social scientists. Boca Raton, Florida: Chapman 
and Hall/CRC. 
356 
Beck, A. and Emery, G. (1985). Anxiety disorders and phobias: A cognitive perspective. 
New York: Basic Books. 
Bell, C. R. and Cresswell, A. (1984). Personality differences among musical 
instrumentalists. Psychology of Music, 12,83-93. 
Bernstein, B. (1974). Sociology and the sociology of education: A brief account. In J. 
Rex (Ed. ), Approaches to sociology: An introduction to major trends in British 
sociology (pp. 145-159). London: Routledge & Kegan Paul. 
Biggs. J. B. (1984). Learning strategies, student motivation patterns, and subjectively 
perceived success. In J. R. Kirby (Ed. ), Cognitive strategies and educational 
performance (pp. 111-134). Orlando, FL: Academic Press. 
Biggs, J. (1988). Approaches to learning and to essay writing. In R. R. Schmeck (Ed. ), 
Learning strategies and learning styles (pp. 185-228). Plenum Press. 
Bourne, E. (1995). The anxiety and phobia workbook. Oakland, CA: New I iarbinger. 
Bradfield, G. E. and Orl6ci, L (1975). Classification of vegetation data from an open 
beach environment in southwester Ontario: Cluster analysis followed by generalized 
distance assignment. Canadian Journal of Botany, 53,495-502. 
Brandfonbrener, A. G. (1997). Pathogenesis of medical problems of performing artists: 
general considerations. Medical Problems of Performing Artists, 12,45-50. 
357 
Brodsky, W. (2004) Developing the Keele Assessment of Auditory Style (KARS): A 
factor-analytic study of cognitive trait predisposition for audition, Musicae Scientiae 
8(1), 83-108. 
Brodsky, W. and Sloboda, J. A. (1993). Keele Assessment ofAuditory Style 'KAAS): As 
a primary mode of psychological orientation and development. Unpublished test. Unit 
for the study of musical skill and development, Psychology Department, Kecle 
University, England, UK. 
Brodsky, W., Sloboda, J. A. and Waterman, M. G. (1994). An exploratory investigation 
into auditory style as a correlate and predictor of music performance anxiety. Medical 
Problems ofPerformingArtists, 9(4), 101-112. 
Brotons, M. (1994). Effects of performing conditions on music performance anxiety and 
performance quality. Journal of Music Therapy, 31(1), 63-81. 
Carver, C. S. and Scheier, M. F. (1986). Functional and dysfunctional responses to 
anxiety: The interaction between expectancies and self-focused attention. In R. 
Schwarzer (Ed. ), Self-related cognitions in anxiety and motivation (pp. 111-141). 
Hillsdale, New Jersey: Erlbaum. 
Cattell, R. B. (1966). The scree test for the number of factors. Multivariale Behavioral 
Research, 1,629-637. 
358 
Chadwick, B. A., Bahr, H. M. and Albrecht, S. L. (1984). Social science research 
methods. Engelwood Cliffs, NJ: Prentice-Hall. 
Ching, J. (1947). Performer and audience: An investigation into the psychological 
causes of anxiety and nervousness in playing, singing or speaking before an audience. 
Oxford: Hall the Publisher. 
Clark, D. M. and Agras, W. S. (1991). The assessment and treatment of performance 
anxiety in musicians. American Journal of Psychiatry, 148(5), 598-605. 
Cohen, L., Manion, L. and Morrison, K. (2000). Research methods in education (5th 
edition). London: RoutledgeFalmer. 
Cooper, C. L. and Wills, G. I. D. (1989). Popular musicians under pressure. Psychology 
of Music, 17,22-36. 
Cooper, P. and McIntyre, D. (1993). Commonality in teachers' and pupils' perceptions 
of effective classroom learning. British Journal of Educational Psychology, 63,381- 
399. 
Coopersmith, S. (1987). Self-esteem inventories. Palo Alto, CA: Consulting 
Psychologists Press. 
359 
Coopersmith, S. and Feldman. R. (1974). Fostering a positive self-concept and high 
self-esteem in the classroom'. In R. H. Coop and K. White (Eds. ), Psychological 
concepts in the classroom (pp. 192-225). New York: Harper and Row. 
Covington, M. V. and Omelich, C. L. (1981). As failures mount: Affective and 
cognitive consequences of ability demotion in the classroom', Journal of Educational 
Psychology, 73,796-808. 
Cox, F. N. (1968). Some relationships between test anxiety, presence or absence of male 
persons, and boys' performance on a repetitive motor task. Journal of Experimental 
Child Psychology, 6,1-12. 
Cox, W. J. and Kenardy, J. (1993). Performance anxiety, social phobia and setting 
effects in instrumental music students. Journal ofAnxiety Disorders, 7,49-60. 
Crowne, D. and Marlowe, D. (1960). A new scale of social desirability independent of 
psychopathology. Journal of Counselling Psychology, 24,349-354. 
Davidson, J. W. (2001). David Helfgott: A psychologist's perspective. Research Studies 
in Music Education, 16,66-69. 
Davidson, J. W. and Borthwick, S. J. (2002). Family dynamics and family scripts: A 
case study of musical development. Psychology of Music, 30,121-136. 
360 
Davidson, J. W., Howe, M. J. A., Moore, D. G. and Sloboda, J. A. (1996). The role of 
parental influences in the development of musical ability. British Journal of 
Developmental Psychology, 14,399-412. 
Davies, J. B. (1978). The psychology of music. London: Hutchinson. 
Debussy, C. (1962). Monsieur croche the dilettante hater. In Three classics in the 
aesthetics of music (translated by Davies, B. N. L. ). New York: Dover. 
Dews, C. L. B. and Williams, M. S. (1989). Student musicians' personality styles, 
stresses, and coping patterns. Psychology of Music, 17,37-47. 
Dixhoorn, J. and Duivenvoorden, H. J. Efficacy of Nijmegen questionnaire in 
recognition of hyperventilation syndrome. Journal of Psychosomatic Research, 29(2), 
199-206. 
Dunkel, S. D (1990) The audition process: Anxiety management and coping strategies. 
Stuyvesant, NY: Pendragon Press. 
Dweck, C. S. (2000). Self-theories: Their role in motivation, personality and 
development. Hove, UK: Psychology Press. 
Entwistle, N. (1988). Motivational factors in students' approaches to learning. In R. R. 
Schmeck (Ed. ), Learning strategies and learning styles (pp. 21-5 1). Plenum Press. 
361 
Ericsson, K. A., Krampe, R. T. and Heizmann, S. (1993) Can we Create Gifted People?. 
In Bock, G. R. and Ackrill, K. (Eds. ), Ciba Foundation Symposium No. 178: The 
Origins and Development of High Ability (pp. 222-249). Chichester: Wiley. 
Everitt, B. S., Landau, S. and Leese, M. (2001). Cluster analysis (4`h edition). London: 
Arnold. 
Eysenck, H. J. and Eysenck Sybil, B. G. (1975). Eysenck Personality Questionnaire 
(Junior & Adult). San Diego, CA: EdITS. 
Eysenck, M. W. and Calvo, M. G. (1992). Anxiety and performance: The processing 
efficiency theory. Cognition and Emotion, 6,409-434. 
Eysenck, M. W. and Keane, M. T. (1995). Cognitive psychology: A students' handbook. 
Psychology Press. 
Fazey, J. A. and Hardy, L. (1988). The inverted-U hypothesis: A catastrophe for sport 
psychology. British Association of Sports Sciences, Monograph No. 1, Leeds: The 
National Coaching Foundation. 
Field, A. (2000). Discovering statistics using SPSS for Windows. London: Sage 
Publications. 
362 
Fishbein, M., Middlestadt, S. E., Ottati, V., Strauss, S. and Ellis, A. (1988). Medical 
problems among ISCOM musicians: Overview of a national survey. Medical Problems 
of Performing Artists, 3,1-8. 
Fogle, D. 0. (1982). Toward effective treatment for music performance anxiety. 
Psychotherapy: Theory, Research and Practice, 19(3), 368-375. 
Fredrikson, M. and Gunnarsson, R. (1992). Psychology of stage fright: The effects of 
public performance on neuroendocrine, cardiovascular and subjective reactions. 
Biological Psychology, 33,51-61. 
Fry, H. J. H. (1986). Incidence of overuse syndrome in the symphony orchestra. 
Medical Problems of Performing Artists, 1,51-55. 
Gabrielsson, A. (1999). The performance of music. In D. Deutsch (Ed. ), The psychology 
of music (pp. 501-602). San Diego: Academic Press. 
Gates, A. G. and Montalbo, P. J. (1987). The effect of low-dose beta blockade on 
performance anxiety in singers. Journal of Voice, 1,105-108. 
Goldman, N. S. and Lehrer P. M. (1986). Performance anxiety among musicians: A 
factor analytic study. Paper presented at the Annual Meeting of the American 
Psychological Association, Washington, DC. 
Good, T. L. and Brophy, J. E. (1991). Educational psychology. New York: Longman. 
363 
Goodburn, E. A. and Ross, D. A. (2000). Young people's health in developing 
countries: A neglected problem and opportunity. Health Policy and Planning, 15(2), 
137-144. 
Graham, S. H. and Weiner, B. (1983). Some educational implications of sympathy and 
anger from an attributional perspective. Unpublished paper. Los Angeles, University of 
California, L. A. 
Green, B. and Gallwey, W. T. (1986). The inner game of music. New York: Doubleday. 
Green, R. H. and Vascotto, G. L. (1978). A method for the analysis of environmental 
factors controlling patterns of species composition in aquatic communities. Water 
Research, 12,583-590. 
Green, S. B. and Salkind, N. J. (2005). Using SPSS for Windows and Macintosh: 
Analysing and understanding data (4`h edition). New Jersey: Prentice Hall. 
Grotevant, H. D. and Cooper, C. R. (1986). Individuation in family relationships: A 
perspective on individual differences in the development of identity and role-taking 
skills in adolescence. Human Development, 29,82-100. 
Gustafson, E. and Rawson, D. (1983) Rambfeber hos strakmusiker (Stage fright in 
string players). Unpublished Masters Thesis, Uppsala University, Uppsala, Sweden. 
364 
Haider, M. and Groll-Knapp, E. (1981). Psychophysiological investigation into the 
stress experienced by musicians in a symphony orchestra. In M. Piperek. (Ed. ), Stress 
and music: Medical, psychological, sociological, and legal strain factors in a symphony 
orchestra (pp. 15-34). Vienna: Wilhelm Braumuller. 
Hallam, S. (1992). Approaches to learning and performance of expert and novice 
musicians. Unpublished PhD thesis. University of London. 
Hallam, S. (1998a). Instrumental Teaching: A practical guide to better teaching and 
learning. Oxford: Heinemann. 
Hallam, S. (1998b). The predictors of achievement and dropout in instrumental tuition. 
Psychology of Music, 26,116-132. 
Hallam, S. (2002). Musical motivation: Towards a model of synthesising the research. 
Music Education Research, 4(2), 225-244. 
Hallam, S. (2003). Supporting students in learning to perform. In I. M. Ranken, S. G. 
Nielsen and M. Nerland (Eds. ), Research in and for higher music education. Festschrift 
for Harald Jorgensen (pp. 23-44). Oslo: Norges musikkhogskole. 
Hallam, S. (2006). Music psychology in education. London: Institute of Education, 
University of London. 
365 
Hamann, D. L. (1982). An assessment of anxiety in instrumental and vocal 
performances. Journal of Research in Music Education, 30,77-90. 
Hamann, D. L. and Sobaje, M. (1983). Anxiety and the college musician: A study of 
performance conditions and subject variables. Psychology of Music, 11(1), 37-50. 
Hampden-Turner, C. (1970). Radical man. Cambridge, MA: Schenkman. 
Hanley, M. A. (1984). Creative visualisation: Antidote of performance anxiety?. 
American Music Teacher, 33(6), 28-29. 
Hardy, L. and Parfitt, G. (1991). A catastrophe model of anxiety and performance. 
British Journal of Psychology, 81,163-178. 
Harris, S. R. (1986) A psychologist views music performance anxiety. American Music 
Teacher, 35(3), 24-25,40. 
Navas, K. (1995). The release from tension and anxiety in string playing. In C. Grindea 
(Ed. ), Tensions in the performance of music (pp. 13-27). London: Kahn & Averill. 
Hedderson, J. (1991). SPSS/PC+ made simple. Belmont, California: Wadsworth. 
Hong, Y., Chiu, C., and Dweck, C. S. (1999). Implicit theories, attributions, and coping: 
A meaning system approach. Journal of Personality and Social Psychology, 77,588- 
599. 
366 
Horkheimer, M. (1972). Critical theory: Selected essays (translated by M. Connel et 
al. ). New York: Herder & Herder. 
Howe, M. J. A. and Sloboda, J. A. (1991). Young musicians' accounts of significant 
influences in their early lives: 1: The family and the musical background. British 
Journal of Music Education, 8,39-52. 
Hughes, E. (1915). Musical memory in piano playing and piano study. The Musical 
Quarterly, 1,592-603. 
Jackson, J. M. and Latane, B. (1981). All alone in front of all those people: Stage fright 
as a function of number and type of co-performers and audience. Journal of Personality 
and Social Psychology, 40(1), 73-85. 
Kadushin, C. (1969). The professional self-concept of music students. American 
Journal of Sociology, 75(3), 389-404. 
Kaiser, H. F. (1960). The application of electronic computers to factor analysis. 
Educational and Psychological Measurement, 20,141-151. 
Karasek, R. A. (1989). Control in the workplace and its health-related impacts. In S. 
Sauter, J. Hurrell and C. Cooper (Eds. ), Job, control and worker health. Chichester: 
Wiley. 
367 
Kemp, A. E. (1971). A pilot study of the personality pattern of creative music students. 
Unpublished MA Dissertation, University of Sussex. 
Kemp, A. E. (1980). Personality differences between the players of string, woodwind, 
brass and keyboard instruments, and singers. Paper delivered at the 8 Ih International 
Seminar on Research in Music Education, University of Reading, School of Education. 
Kemp, A. E. (1981a). The personality structure of the musician. I. Identifying a profile 
of traits for the performer. Psychology of Music, 9(1), 3-14. 
Kemp, A. E. (1981b). Personality differences between the players of string, woodwind, 
brass and keyboard instruments, and singers. Council for Research in Music Education 
Bulletin, 66-67,33-38. 
Kemp, A. E. (1996). The musical temperament: Psychology and personality of 
musicians. Oxford: Oxford University Press. 
Kenny, D. (2005). A systematic review of treatments for music performance anxiety. 
Anxiety, Stress and Coping, 18(3), 183-208. 
Kenny, D. and Osborne, M. S. (2006). Music performance anxiety: New insights from 
young musicians. Advances in Cognitive Psychology, 2(2-3), 103-112. 
Kirchner, J. M. (2003). A qualitative inquiry into musical performance anxiety. Medical 
Problems of Performing Artists, 18(2), 78-82. 
368 
Kivimaki, M. and Jokinen, M. (1994). Job perceptions and well-being among symphony 
orchestra musicians: A comparison with other occupational groups. Medical Problems 
of Performing Artists, 9,73-76. 
Kleinknecht, R. A. (1991). Mastering anxiety: The nature and treatment of anxious 
conditions. New York: Plenum Press. 
Kline, P. (2000). Handbook of psychological testing (2nd edition). London: Routledge. 
Lang, P. J., Miller, G. A. and Levin, D. (1988). Anxiety and fear. In R. J. Davidson, G. 
E. Schwartz and D. Shapiro, D. (Eds. ), Consciousness and self-regulation (pp. 123- 
151). New York: Plenum. 
Latane, B. and Harkins, S. (1976). Cross modality matches suggest anticipated stage 
fright: A multiplicative power function of audience and status. Perception and 
Psychophysics, 20(6), 482-488. 
Lazarus, R. S. (1991). Emotion and adaptation. Oxford: Oxford University Press. 
Lazarus, R. S. and Folkman, S. (1984). Stress, appraisal and coping. New York: 
Springer. 
Leary, M. R. (1983). A brief version of the Fear of Negative Evaluation Scale. 
Personality and Social Psychology Bulletin, 9,371-376. 
369 
LeBlanc, A. (1994). A theory of music performance anxiety. The Quarterly Journal of 
Music Teaching and Learning, 5,60-68. 
LeBlanc, A., Jin, Y. C., Obert, M., Siivola, C. (1997). Effect of audience on music 
performance anxiety. Journal of Research in Music Education, 45(3), 480-496. 
Leglar, M. P. (1978). Measurement of indicators of anxiety levels under varying 
conditions of musical performance. Dissertations Abstracts International, 39,5201A- 
5202A. 
Lehrer, P. M. (1987). A review of the approaches to the management of tension and 
stage fright in music performance. Journal of Research in Music Education, 35(3), 143- 
153. 
Lehrer, P. M. (1995). Performance anxiety and how to control it: A psychologist's 
perspective. In C. Grindea, (Ed. ), Tensions in the performance of music (pp. 134-152). 
London: Kahn & Averill. 
Lehrer, P. M., Goldman, N. S. and Strommen, E. F. (1990). A principal components 
assessment of performance anxiety among musicians. Medical Problems of Performing 
Artists, 5(1), 12-18. 
Levitt, E. E. (1968). The psychology of anxiety. London: Staples Press. 
370 
Lockwood, A. H. (1989). Medical problems of musicians. New England Journal of 
Medicine, 320(4), 221-227. 
MacKinnon, L. (1938). Music by heart. London: Oxford University Press. 
MacQueen, J. B. (1967). Some methods for classification and analysis of multivariate 
observations. Proceedings of 5`" Berkeley Symposium on Mathematical Statistics and 
Probability, (Volume 1) (pp. 281-297). Berkeley: University of California Press, 
Magnusson, D. and Stattin, H. (1981). Situation-outcome contingencies: A conceptual 
and empirical analysis of threatening situations. Report from the Department of 
Psychology, University of Stockholm, Stockholm, Sweden. 
Manturzewska, M. (1986). Musical talent in the light of biographical research. In S. 
Bosse (Ed. ), Musikalische Begabung Finden und Forden. Munchen: Verl. 
Manturzewska, M. (1990). A biographical study on the life-span development of 
professional musicians. Psychology of Music, 18,112-139. 
Marchant-Haycox, S. E. and Wilson, G. D. (1992). Personality and stress in performing 
artists. Personality and Individual Differences, 13,1061-1068. 
Marcia, J. E. (1966). Development and validation of ego-identity status. Journal of 
Personality and Social Psychology, 3,551-558. 
371 
Markus, H. and Ruvolo, A. (1989). Possible selves: Personalised representations of 
goals. In L. A. Pervin (Ed. ), Goal concepts in personality and social psychology (pp. 
211-241). Hillsdale, New Jersey: Lawrence Erlbaum Associates. 
Martin, P. J. (1976). Appreciation of music in relation to personality factors. 
Unpublished Doctoral Dissertation, University of Glasgow. 
May, R. (1977). The meaning of anxiety (revised edition). New York: Washington 
Square Press. 
McCombs, B. L. (2001). Self-regulated learning and academic achievement: A 
phenomenological view. In B. J. Zimmerman and D. 11. Schunk (Eds. ), Self regulated 
learning and academic achievement (pp. 67-123). Lawrence Erlbaum Associates. 
McCormick, J. and McPherson, G. E. (2003). The role of self-efficacy in a musical 
performance examination: An exploratory structural equation analysis. Psychology of 
Music, 31(1), 37-51. 
McPherson, G. E. and McCormick, J. (1999). Motivational and self-regulated learning 
components of musical practice. Bulletin of the Council for Research in Music 
Education, 141,98-102. 
McPherson, G. E. and McCormick, J. (2006). Self-efficacy and music performance. 
Psychology of Music, 34(3), 322-336. 
372 
Meyer, W. U. (1982). Indirect communications about perceived ability estimates. 
Journal of Educational Psychology, 74,888-897. 
Meyer, W. U. (1983). Prozesse der selbstbeurteilung: Das konzept von den eigenen 
begabung. Zeitschrift für Entwicklungspsychologie und Pädagogische Psychologie, 15, 
1-25. 
Miles, M. B. and Huberman, A. M. (1994). Qualitative data analysis: An expanded 
sourcebook. Beverly Hills, CA: Sage. 
Montello, L. (1992). Exploring the causes and treatment of music performance stress: A 
process-orientated group music therapy approach. In R. Spintge and R. Droh (Eds. ), 
MusicMedicine (pp. 284-297). St. Lewis, MO: MMB Music. 
Mor, S., Day, H. I., Flett, G. L. and Hewitt, P. L. (1995). Perfectionism, control and 
components of performance anxiety in professional artists. Cognitive Therapy and 
Research, 19(2), 207-225. 
Morris, L. W. and Fulmer, R. S. (1976). Test anxiety (worry and emotionality) changes 
during academic testing as a function of feedback and test importance. Journal of 
Educational Psychology, 68,817-824. 
Motte-Haber, H. de la (1984). Die bedeutung der motivation fur den intrumentalbcricht 
(The significance of motivation in instrumental reports). Zeitschrift fur 
Musikpadagogik, 51, pp. 51-54. 
373 
Mulcahy, D., Keegan, J., Fingret, A., Wright, C., Park, A., Sparrow, J., Curccr, D. and 
Fox, K. M. (1990). Circadian variation of heart rate is affected by environment: A study 
of continuous electrocardiographic monitoring in members of a symphony orchestra. 
British Heart Journal, 64,388-392. 
Nagel, J. J. (1987). An examination of commitment to careers in music: Implications 
for alienation from vocational choice. Unpublished Doctoral Dissertation, University of 
Michigan. 
Nagel, J. J. (1988). In pursuit of perfection: Career choice and performance anxiety in 
musicians. Medical Problems of Performing Artists, 3(4), 140-145. 
Nagel, J. J., Himle, D. P. and Papsdorf, J. D. (1981). Coping with performance anxiety. 
NATS Bulletin, 3 7(4), 26-27; 31-3. 
Nagel, J. J., Himle, D. P. and Papsdorf, J. D. (1989). Cognitive-behavioural treatment of 
musical performance anxiety. Psychology of Music, 17,12-21. 
Nielsen, S. G. (2004). Strategies and self-efficacy beliefs in instrumental and vocal 
individual practice: A study of students in higher music education. Psychology of Music, 
32(4), 418-431. 
Norman, D. A. (1976). Memory and attention: An introduction to human information 
processing. New York: John Wiley & Sons, Inc. 
374 
Nunnally, J. 0. (1978). Psychometric theory. New York: McGraw-Hill. 
O'Malley, P. and Bachman, J. (1983). Self-esteem: Change and stability between ages 
13 and 23. Developmental Psychology, 19,257-268. 
O'Neill, S. A. (2002). The self-identity of young musicians. In R. MacDonald, D. 
Hargreaves and D. Miell (Eds. ), Musical identities (pp. 79-96). Oxford: Oxford 
University Press. 
Osborne, M. S. and Franklin, J. (2002). Cognitive processes in music performance 
anxiety. Australian Journal of Psychology, 54(2), 86-93. 
Osborne, M. S. and Kenny, D. (2005). Development and validation of a music 
performance anxiety inventory for gifted adolescent musicians. Journal of Anxiety 
Disorders, 19(7), 725-751. 
Osborne, M. S., Kenny, D. T. and Holsomback, R. (2005). Assessment of music 
performance anxiety in late childhood: A validation study of the MPAI-A. International 
Journal of Stress Management, 12(4), 312-330. 
Pajares, F. (1996). Self-efficacy beliefs and mathematical problem-solving of gifted 
students. Contemporary Educational Psychology, 21,325-344. 
375 
Pajares, F. and Schunk, D. H. (2001). Self-beliefs and school success: Self-efficacy, 
self-concept, and school achievement. In R. Riding and S. Rayner (Eds. ), Perception 
(pp. 239-266). London: Ablex Publishing. 
Pallant, J. (2001). SPSS survival manual: A step by step guide to data analysis using 
SPSS. Open University Press. 
Parasuraman, S. and Purohit, Y. S. (2000). Distress and boredom among orchestral 
musicians: The two faces of stress. Journal of Occupational Health Psychology, 5,74- 
83. 
Pekrun, R. (1984). An expectancy-value model of anxiety. In H. M. Van der Plocg, R. 
Schwarzer and C. D. Spielberger (Eds. ), Advances in test anxiety research (Volume 3) 
(pp. 53-72). Lisse, The Netherlands: Swets and Zeitlinger. 
Pekrun, R. (1985). Classroom climate and test anxiety: Developmental validity of 
expectancy-value theory of anxiety. In H. M. Van der Ploeg, R. Schwarzer and C. D. 
Spielberger (Eds. ), Advances in test anxiety research (Volume 4) (pp. 147-158). Lisse, 
The Netherlands: Swets and Zeitlinger. 
Persson, R. S. (1993) The subjectivity of musical performance: An exploratory music- 
psychological real world enquiry into the determinants and education of musical 
reality. Unpublished Doctoral Dissertation, University of Huddersfield. 
376 
Persson, R. S., Pratt, G. and Robson, C. (1996) Motivational and influential components 
of musical performance: A qualitative analysis. In A. J. Cropley and D. Dchn (Eds. ), 
Fostering the growth of high ability: European perspectives (pp. 287-301). Norwood, 
NJ: Ablex. 
Phillips, E. M. (1991). Acting as an insecure occupation: The flipside of stardom. In G. 
D. Wilson (Ed. ), Psychology and performing arts. Amsterdam: Swcts and Zcitlingcr. 
Pintrich, P. R. and Schunk, D. H. (1996). Motivation in education: Theory, research 
and applications. Englewood Cliffs, New Jersey: Prentice-Hall. 
Piperek, M. (1981). Stress and music: Medical, psychological, sociological, and legal 
strain factors in a symphony orchestra musicians profession. Vienna: Braumullcr. 
Plaut, E. A. (1990). Psychotherapy of performance anxiety. Medical Problems of 
Performing Artists, 5(1), 58-63. 
Pruett, K. D. (1991). Psychological aspects of the development of exceptional young 
performers and prodigies. In R. T. Sataloff, A. G. Brandfonbrener and R. J. Lederman 
(Eds. ), Textbook of performing arts medicine (pp. 337-349). New York: Raven Press. 
Rae, G. and McCambridge, K. (2004). Correlates of performance anxiety in practical 
music exams. Psychology of Music, 32(4), 432-439. 
377 
Rapee, R. M. and Heimberg, R. G. (1997). A cognitive-behavioral model of anxiety in 
social phobia. Behavior Research and Therapy, 35(8), 741-756. 
Reciniello, S. (1991). Towards an understanding of the performing artist. In G. D. 
Wilson. (Ed. ), Psychology and performing arts. Amsterdam: Swots and Zeitlinger. 
Reubart, D. (1985). Anxiety and musical performance: On playing the piano from 
memory. New York: Da Capo Press. 
Richardson, J. T. E (1997). Meaning orientation and reproducing orientations: A 
typology of approaches to studying in higher education?. Educational Psychology, 
17(3), 301-311. 
Rife, N. A., Lapidus, L. B. and Shnek, Z. M. (2000). Musical performance anxiety, 
cognitive flexibility, and field independence in professional musicians. Medical 
Problems of Performing Artists, 15(4), 161-166. 
Robson, C. (2002). Real world research: A resource for social scientist and 
practitioner-researchers (2"d edition). Blackwell Publishing. 
Roland, D. (1994). How professional performers manage performance anxiety. 
Research Studies in Music Education, 2,25-35. 
Romesburg, C. H. (2004). Cluster analysis for researchers. North Carolina: Lulu Press. 
Ruud, E. (1997) Musikk og identitet (Music and identity). Oslo: Univcrsitctsforlaget. 
378 
Ryan, C. (1998). Exploring musical performance anxiety in children. Medical Problems 
of Performing Artists, 13(3), 83-88. 
Ryan, C. (2004). Gender differences in children's' experience of musical performance 
anxiety. Psychology of Music, 32(1), 89-103. 
Sakalak, H. (1999). Bodily and psychological problems of musicians. Athens, Greece: 
Philippos Nakas. 
Salmon, G. and Meyer, R. G. (1998). Notes from the green room: Coping with stress 
and anxiety in musical performance. San Francisco: Jossey-Bass Publishers. 
Salmon, P. G. (1990). A psychological perspective on musical performance anxiety: A 
review of the literature. Medical Problems of Performing Artists, 5(1), 2-11. 
Salmon, P., Schrodt, R. and Wright, J. (1989). A temporal gradient of anxiety in a 
stressful performance context. Medical Problems of Performing Artists, 4(2), 77-80. 
Sarantakos, S. (1998). Social research (2°d edition). Basingstoke: Palgrave. 
Sarason, I. G. (1978). The test anxiety scale: Concept and research. In C. D. Spielberger 
and I. G. Sarason (Eds. ), Stress and anxiety (Volume 5) (pp. 193-216). Hemisphere 
Publishing Corporation. 
379 
Sarason, I. G. (1980). Introduction to the study of test anxiety. In I. G. Sarason (Ed. ), 
Test anxiety: Theory, research and applications (pp. 3-14). llillsdale, New Jersey: 
Erlbaum. 
Sarason, I. G. (1986). Test anxiety, worry, and cognitive interference. In R. Schwarzer 
(Ed. ), Self-related cognitions in anxiety and motivation (pp. 19-35). Hillsdale, NJ: 
Erlbaum. 
Sarason, I. G. and Sarason, B. R. (1990). Test anxiety. In H. Leitenbcrg (Ed. ), 
Handbook of social and evaluative anxiety (pp. 475-496). New York: Plenum Press. 
Schmeck, R. R. (1988). Strategies and styles of learning: An integration of varied 
perspectives. In R. R. Schmeck (Ed. ), Learning strategies and learning styles (pp. 317- 
347). Plenum Press. 
Schulz, W. (1981). Analysis of a symphony orchestra. In M. Pipcrek (Ed. ), Stress and 
music: Medical, psychological, sociological, and legal strain factors in a symphony 
orchestra musicians profession (pp. 35-56). Vienna: Wilhelm Braumuller. 
Schwartz, G. E, Davidson, R. J. and Goleman, D. J. (1978). Cognitive and somatic 
processes in anxiety. Psychosomatic Medicine, 40,321-328. 
Schwarzer, R. and Jerusalem, M. (1992). Advances in anxiety theory: A cognitive 
process approach. In K. A. Hagtvet and B. T. Johnsen (Eds. ), Advances in test anxiety 
research (Volume 7) (pp. 2-17). Lisse, the Netherlands: Swots and Zeitlinger. 
380 
Sedikides, C. and Gregg, A. P. (2003). Portraits of the self. In M. A. Ilogg and J. 
Cooper (Eds. ), Sage handbook of social psychology (pp. 110-138). London: Sage. 
Seiffge-Krenke, I. and Shulman, S. (1993). Stress, coping and relationships in 
adolescence. In S. Jackson and H. Rodriguez-Tome (Eds. ), Adolescence and its social 
worlds (pp. 169-196). Hove, UK: Lawrence Erlbaum Associates. 
Shapka, J. D. and Keating, D. P. (2005). Structure and change in self-concept during 
adolescence. Canadian Journal of Behavioural Science, 3 7(2), 83-96. 
Sieber, J. E., O'Neil Jr., H. F. and Tobias, S. (1977). Anxiety, learning and instruction. 
Hillsdale, NJ: Erlbaum. 
Sinden, L. M. (1999). Music performance anxiety: Contributions of perfectionism, 
coping style, self-efficacy, and self-esteem. Unpublished Doctoral Dissertation, Arizona 
State University. 
Sloboda, J. (1991). Musical expertise. In K. A. Ericsson and J. Smith (Eds. ), Toward a 
general theory of expertise: Prospects and limits (pp. 153-17 1). Cambridge: Cambridge 
University Press. 
Sloboda, J. A. and Howe, M. J. A. (1991). Biographical precursors of musical 
excellence: An interview study. Psychology of Music, 19,3.21. 
381 
Sloboda, J. A., Davidson, J. W., Howe, M. J. A. and Moore, D. G. (1996). The role of 
practice in the development of performing musicians. British Journal of Psychology, 87, 
287-309. 
Smith, A. M., Maragos, A. and Van Dyke, A. (2000). Psychology of the Musician. In R. 
Tubiana and P. C. Amadio (Eds. ), Medical Problems of the Instrumentalist Musician 
(pp. 135-170). London: Martin Dunitz Ltd. 
Sosniak, L. A. (1985). Learning to be a concert pianist. In B. S. Bloom (Ed. ), 
Developing talent in young people (pp. 19-67). New York: Ballantine. 
Sosniak, L. A. (1990). The tortoise, the hare, and the development of talent. In M. J. A. 
Howe (Ed. ), Encouraging the development of exceptional skills and talents (pp. 149- 
164). Leicester: British Psychological Society. 
Spielberger, C. D. (1972). Anxiety: Current trends in theory and research (Volume 1). 
New York: Academic Press. 
Spielberger, C. D. (1983). Manual for the State-Trait Anxiety Inventory (STAI-Form 19. 
Palo Alto, CA: Consulting Psychologists Press. 
Spielberger, C. D. and Vagg, P. R. (1995). Test anxiety: A transactional process. In C. 
D. Spielberger, and P. R. Vagg (Eds. ), Test anxiety: Theory, assessment and treatment 
(pp. 3-14). Washington, DC: Taylor & Francis. 
382 
Spielberger, C. D., Anton, W. D. and Bedell, J. (1976). The nature and treatment of test 
anxiety. In M. Zuckerman and C. D. Spielberger (Eds. ), Emotions and anxiety: New 
concepts, methods and applications (pp. 317-344). Hillsdale, NJ: Erlbaum. 
Spielberger, C. D., Edwards, C. D., Lushene, R. E., Montuori, J., and Platzek, D. 
(1973). State-trait Anxiety Inventory for Children (STAIC). Palo Alto, CA: Consulting 
Psychologists Press. 
Spielberger, C. D., Gonzalez, H. P., Taylor, C. J., Algaze, B. and Anton, W. D. (1978). 
Examination stress and test anxiety. In C. D Spielberger and I. G. Sarason (Eds. ), Stress 
and anxiety (Volume 5) (pp. 167-19 1). Hemisphere Publishing Corporation. 
Spielberger, C. D., Gorsuch, R. L. and Lushene, R. E. (1970). Manual for the State- 
Trait Anxiety Inventory (self-evaluation questionnaire). Palo Alto, California: 
Consulting Psychologists Press. 
Steptoe, A. (1983). The relationship between tension and the quality of musical 
performance. Journal of the International Society for the Study of Tension in 
Performance, 1,12-22. 
Steptoe, A. (1989). Stress, coping and stage fright in professional musicians. 
Psychology of Music, 17,3-11. 
383 
Steptoe, A. (2001). Negative emotions in music making: The problem of performance 
anxiety. In P. N. Juslin and J. A. Sloboda (Eds. ), Music and emotion: Theory and 
research (pp. 291-307). Oxford: Oxford University Press. 
Steptoe, A. and Appels, A. (1989) (Eds. ). Stress, personal control and health. 
Chichester: Wiley. 
Steptoe, A. and Fidler, H. (1987). Stage fright in orchestral musicians: A study of 
cognitive and behavioural strategies in performance anxiety. British Journal of 
Psychology, 78,241-249. 
Steptoe, A., Malik, F., Pay, C., Pearson, P., Price, C. and Win, Z. (1995). The impact of 
stage fright on student actors. British Journal of Psychology, 86,27-39. 
Stevens, J. (1996). Applied multivariate statistics for the social sciences (3`d edition). 
Manhway, New Jersey: Lawrence Erlbaum. 
Suter, S. (1986). Health psychophysiology: Mind-body interactions in wellness and 
illness. Hillsdale, N. J.: Erlbaum Associates. 
Sweeney, G. A. and Horan, J. J. (1982). Separate and combined effects of cuc- 
controlled relaxation and cognitive restructuring in the treatment of musical 
performance anxiety. Journal of Counselling Psychology, 29,486-497. 
384 
Sweeney, G. A. and Horan, J. J. (1984). The separate and combined effects of cuc- 
controlled relaxation and cognitive restructuring in the treatment of musical 
performance anxiety. Paper presented at the Annual Meeting of the American 
Educational Research Association. 
Tabachnick, B. G. and Fidell, L. S (2006). Using multivariate statistics (5u' edition). 
Boston, MA: Allyn and Bacon. 
Tan, P. N., Steinbach, M. and Kumar, V. (2005). Introduction to data mining. Boston: 
Pearson Addison Wesley. 
Tartalone, P. M. (1992). Patterns of performance anxiety among university musicians 
preparing for brass area jury recitals: Physiological arousal and perceived state anxiety. 
Dissertation Abstracts International. 
Tavris, C. (1986). Coping with anxiety. Science Digest, February. 
Tellegen, A. and Atkinson, G. (1974). Openness to absorbing and self-altering 
experiences (`absorption'), a trait related to hypnotic susceptibility. Journal of 
Abnormal Psychology, 83,268-277. 
Theorell, T., Alberg-Hulten, G., Sigala, F., Perski, A., Soderholm, M., Callner, A. and 
Eneroth, P. (1990). A psychosocial and biomedical comparison between men in six 
contrasting service occupations. Work and Stress, 4,51-63. 
385 
Thom, R. (1975). Structural stability and morphogenesis (translated by D. H. Fowler). 
New York: Benjamin / Addison-Wesley. 
Tobacyk, J. J. and Downs, A. (1986). Personal construct threat and irrational beliefs as 
cognitive predictors of increases in musical performance anxiety. Journal of Personality 
and Social Psychology, 51,779-782. 
Toner, I. J. (1984). Self-imposed delay of gratification in children: The development of 
self-regulatory behavior in stressful situations. In R. Schwarzer (Ed. ), The self in 
anxiety, stress and depression (pp. 17-30). Amsterdam: North-Holland. 
Turner, S. M. and Beidel, D. C. (1989). Social phobia: Clinical syndrome, diagnosis and 
comorbidity. Clinical Psychology Review, 9,3-18. 
UNESCO (1997. ) Appraisal study on the Cyprus educational system. Paris: 
International Institute for Educational Planning. 
Unknown author (unknown date). Music Performance Stress Survey (MPSS-Version 
1.0). Arts in Medicine Research Programme, Department of Psychiatry and Behavioral 
Sciences, University of Louisville, Kentucky 40292. 
Valentine, E. (2002). The fear of performance. In J. Rink (Ed. ), Musical performance: A 
guide to understanding (pp. 168-182). Cambridge: Cambridge University Press. 
Walker, R. (1985). Doing research: A handbook for teachers. London: Methuen. 
386 
Wan, C. Y. and Huon, G. F. (2005). Performance degradation under pressure in music: 
An examination of attentional processes. Psychology of Music, 33(2), 155-172. 
Welch, G. F. (1985). A schema theory of how children learn to sing in tune. Psychology 
of Music, 13,3-18. 
Weiner, B. (1985). An attributional theory of achievement motivation. Psychological 
Review, 92,548-573. 
Wellington, J. (2000). Educational research: Contemporary issues and practical 
approaches. London: Continuum. 
Wesner, R. B., Noyes, R. and Davis, T. L. (1990). The occurrence of performance 
anxiety among musicians. Journal of Affective Disorders, 18,177-185. 
Wickramasekera, I. (1988). Behavioral medicine: Some concepts and procedures. New 
York: Plenum. 
Wickramasekera, I. (1998). Secrets kept from the mind but not from the body or 
behavior. Advances, 14,81-98. 
Widmer, S., Conway, A., Cohen, S. and Davies, P. (1997). Hyperventilation: A 
correlate and predictor of debilitating performance anxiety in musicians. Medical 
Problems of Performing Artists, 12(4), 97-106. 
387 
Williamon, A. (2004) (Ed. ). Musical excellence: Strategies and techniques to enhance 
performance. Oxford: Oxford University Press. 
Williamon, A. and Valentine E. (2000). Quantity and quality of musical practice as 
predictors of performance quality. British Journal of Psychology, 91(3), 353-376. 
Wills, G. and Cooper, C. L. (1988). Pressure sensitive: Popular musicians under stress. 
London: Sage. 
Wilson, G. D. (1973). Abnormalities in motivation. In H. J. Eysenck. (Ed. ), handbook 
of abnormal psychology (pp. 362-389). London: Pitman Medical. 
Wilson, G. D. (1984). The personality of opera singers. Personality and Individual 
Differences, 5,195-201. 
Wilson, G. D. (1997) Performance anxiety. In D. J. Hargreaves and A. C. North (Eds. ), 
The social psychology of music (pp. 229-245). Oxford: Oxford University Press. 
Wilson, G. D. (2002). Psychology for performing artists (2' edition). London: Whurr 
Publishers. 
Wilson, G. D. and Roland, D. (2002). Performance anxiety. In R. Parncutt and G. E. 
McPherson (Eds. ), The science and psychology of music performance: Creative 
strategies for teaching and learning (pp. 47-61). New York: Oxford University Press. 
388 
Wine, J. (1971). Test anxiety and direction of attention. Psychological Bulletin, 76,92- 
104. 
Wolfe, M. L. (1989). Correlates of adaptive and maladaptive musical performance 
anxiety. Medical Problems of Performing Artists, 4(1), 49-56. 
Wolfe, M. L. (1990). Coping with musical performance anxiety: Problem-focused and 
emotion-focused strategies. Medical Problems of Performing Artists, 5(1), 33-36. 
World Health Organisation (1997). Composite International Diagnostic Interview-Auto 
(CIDI-A) version 2.1 and User Manual. St. Vincent's Hospital, Sydney, Australia: 
WHO CIDI Training and Reference Centre. 
Yerkes, R. M. and Dodson, J. D. (1908). The relation of strengths of stimulus to rapidity 
of habitformation. Journal of Comparative Neurological Psychology, 18,459-482. 
Youniss, J. and Smollar, J. (1985). Adolescent relations with mothers, fathers and 
friends. London: University of Chicago Press. 
Youniss, J. and Smollar, J. (1990). Self through relationship development. In Il. A. 
Bosma and S. Jackson (Eds. ), Coping and self-concept in adolescence (pp. 130-148). 
Heidelberg: Springer-Verlag. 
389 
Zani, B. (1993). Dating and interpersonal relationships in adolescence. In S. Jackson 
and H. Rodriguez-Tome (Eds. ), Adolescence and its social worlds (pp. 95-119). Hove, 
UK: Lawrence Erlbaum Associates. 
Zeidner, M. (1998). Test anxiety: The state of the art. New York: Plenum Press. 
Zinn, M., McCain, C. and Zinn, M. (2000). Musical performance anxiety and the high- 
risk model of threat perception. Medical Problems of Performing Artists, 15(2), 65-71. 
Zocco, E. (1980). The development of a self-report inventory to assess dysfunctional 
cognitions in phobics. Unpublished doctoral dissertation, Virginia Consortium for 
Professional Psychology, Norfolk. 
390 
Appendix A 
Pilot Study Questionnaire 
391 
Appendix Al 
Pilot Study Questionnaire 
392 
MUSICAL PERFORMANCE ANXIETY INVENTORY 
Hello, my name is loulia. I am studying the experience of musical 
performance anxiety in young musicians like you. You would help 
me very much if you complete the following questionnaire. This 
would enable me to have a clearer understanding of how young 
people experience anxiety when they perform. By understanding 
the ways in which young musicians experience anxiety, we can 
find better ways of helping them deal with it and use it for their 
benefit. Can you imagine using your stage fright to help you 
perform better? By answering the following simple questions you 
are making an important contribution to our understanding. Your 
name will be kept confidential, so please be honest In your 
answers. 
Thank you very much for your help. If you need to contact me, 
email me at: ipapageorci@ioe. ac. uk 
393 
A. PLEASE ANSWER THE FOLLOWING GENERAL QUESTIONS ABOUT 
YOURSELF BY WRITING ON THE DOTTED LINE OR TICKING (1/) THE 
APPROPRIATEBOX. 
1. Name: ...................................................................................................... 
Z. Age: ............ years. 
Sex: 
3. Q QR 
00 4. First study Instrument: ....................................... 
4.1. Years of playing: 
QQQQQQ 
0-2 2-4 4-6 6-8 8-10 10+ 
4.2. Current examination grade (Please answer if this Is applicable to you): 
DL1L11E1EE oOther 
(please specify): ............................................................... 
S. Second study instrument:....... ................................ 
5.1. Years of playing: 
El F-I Fý F-I F-I F-I 
0-2 2-4 4-6 6-8 8-10 10+ 
5.2. Current examination grade (Please answer if this is applicable to you): 
QQQQQQQQ 
12345678 
Other (please specify): ............................................................... 
6. How long do you usually spend practising? 
QQQQQ 
30 min 1 hour 1-2 hours 2-3 hours 3+ hours 
7. How many days per week do you practise? 
QQQQ 
1 2-3 4-5 6-7 
394 
8. How many solo public performances have you made in the past year? 
QQQQQ 
0-2 2-4 4-6 6-8 8+ 
9. How many group public performances have you made in the past year? 
QQQQQ 
0-2 2-4 4-6 6-8 8+ 
10. Do any of your parents play a musical instrument or sing? 
No, one My moter MYfather B 
11. How many of your brothers/ sisters play a musical Instrument or sing? 
QQQQQ 
0123 3+ 
B. READ EACH OF THE FOLLOWING STA TEMENTS CAREFULLY AND THEN 
CIRCLE THE APPROPRIATE NUMBER TO INDICATE YOUR DEGREE OF 
AGREEMENT. 
Each number corresponds to the following: 
1=Strongly Agree, 2=Agree, 3=No Opinion, 4=Disagree, S=Strongly Disagree 
1. I believe that people who study music In higher education have a12345 
special talent. 
2. I believe that people who study music In higher education are 12345 
excellent performers. 
3. I think that if I do poorly in a performing situation, others will 12345 
question my ability in music. 
4. I prefer to find out how others did In an exam or audition before I12345 
announce my score. 
5. Sometimes, especially if I score I= in an exam or audition, I do not 12345 
tell anyone exactly what my score was. 
6. Sometimes, especially if I score bLqh In an exam or audition, I do 12345 
not tell anyone exactly what my score was. 
7.1 believe that anxiety is not always bad for my performance. 12345 
8. I believe that anxiety makes me feel alert and eventually has a12345 
positive result on my performance. 
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9. I believe that anxiety is wa bad for my performance. 12345 
10. I believe that anxiety makes me forget parts of the music, makes it 12345 
difficult to concentrate on my playing, and eventually has a negative 
result on my performance. 
11.1 believe that with lots of practice, one can accomplish anything. 12345 
12. I believe that with lots of concentrated practice, one can accomplish 12345 
anything. 
13. I think that talent is the most important component of success for a12345 
performer. 
14. Even though someone may feel very anxious, I think that lots of 12345 
practice can help them play well in an examination or concert. 
15. I think that my parents expect a lot from me. 12345 
16. The comments of my family about my performances are critical. 12345 
17. My parents are always supportive. 12345 
18. My parents encourage me to try to do even better In my next 12345 
performance. 
19. My teacher expects a lot from me. 12345 
20. My teacher wants me to always do really well. 12345 
21.1 think that my teacher believes that I am talented. 12345 
22. I think that my teacher believes I could go on to be a professional 12345 
musician. 
23. I think that my teacher believes that I am not talented enough to 12345 
become a professional musician. 
24. I am worried about how my parents would react if I decided to stop 12345 
going to music lessons. 
25. I am worried about how my teacher would react If I decided to stop 12345 
going to music lessons. 
26. My dream is to become a professional performer. 12345 
27. My dream is to become a music teacher. 12345 
28. Anxious performers should not follow a professional career in music. 12345 
29. Anxiety should not stop musicians who wish to pursue a12345 
professional career. 
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30.1 believe that there are ways to help anxious performers. 12345 
C. READ EACH OF THE FOLLOWING STATEMENTS CAREFULLY AND THEN 
L CIRCLE THE APPROPRIATE NUMBER TO INDICATE THE DEGREE OF FREQUENCY THAT YOU EXPERIENCE OR DO CERTAIN THINGS. 
Each number corresponds to the following: 
1=Always, 2=Often, 3=Sometimes, 4=Rarely, S=Never 
1.1 avoid working on pieces of music that look or sound to be difficult. 12345 
2. When I am practising to learn a new piece of music, I soon give up 12345 
if I am not successful straight away. 
3. Prior to an important performance (exam, audition, concert) I find 12345 
myself thinking: "I can do this. I have studied hard and I am going 
to do well". 
4. Sometimes, before an important performance (exam, audition or 12345 
concert) I find myself thinking: "This Is too difficult. I am not going 
to do well", even though I may have worked really hard In 
preparing for that event. 
S. I feel confident when I perform in front of other people. 12345 
6.1 feel relaxed when I perform in front of other people. 12345 
7. I worry a lot for several days before I take a recital examination In 12345 
front of a jury. 
8. I like recitals because it is an opportunity to show to others the hard 12345 
work I have been doing. 
9. Just before an exam, audition or concert I feel very anxious, worry 12345 
that things will go wrong and wish this was already over. 
10. During recitals I get so nervous that I have a mental block. 12345 
11. During recitals my heartbeats very fast. 12345 
12. During recitals my hands are cold. 12345 
13. During recitals my hands sweat. 12345 
14. During my recitals I feel great. 12345 
15.1 enjoy my recitals because I can share my music with others. 12345 
16. Just before I get feedback on my performance or expect to hear the 12345 
results of an exam from my teacher, I get anxious and jittery. 
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17.1 think I should practice harder. 
18.1 usually practice very hard. 
12345 
12345 
D. PLEASE READ EACH OF THE FOLLOWING STA TEMENTSAND ANSWER OR 
TICK (7/) THE BOX THAT REPRESENTS YOUR BELIEFS AND PERSONAL 
EXPERIENCES. 
i. Put the following statements in an order to identify the degree of anxiety that 
particular occasions induce for you, by ticking the appropriate box next to each 
statement (i being the least anxious and 6 the most anxious occasion for you). 
(Please note that you cannot tick the same box twice) 
Least Most 
anxious anxious 
a) Playing In front of my friends 
b) Practising or playing at home 
c) Playing In front of my teacher 
d) Playing in an exam 
e) Performing in a concert 
f) Playing In front of my family 
ä ä ä ä ä ö F-I 17 7 El El El 
Fý El M Fý El Fý 
El Fl Fý El 1-1 Fý 
El Fý F] Fý Fý 171 
El Fý El 171 Fý El 
2.1 think that my 2 greatest musical strengths are: 
a) ..................................................................... 
b) ..................................................................... 
3.1 think that the 2 areas I need to mostly develop are: 
a) ..................................................................... 
b) ..................................................................... 
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4. When I compare myself with other young performers. I think that I am: 
El 1: 1 1: 1 1: 1 E] 1: 1 Poor Below Average Good Very Excellent 
Average Good 
Please give the reasons for your answer below: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
S. It is important for me to always get top marks In examinations or auditions. 
QQ QQQ 
Strongly Agree No Disagree Strongly 
Agree Opinion Disagree 
Please give the reasons for your answer below: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
6. Describe the three most frequent feelings that you experience whilst you play or 
practise your Instrument alone at home (these can be single words, phrases or 
sentences). 
a) ..................................................................... 
b) ..................................................................... 
c) ..................................................................... 
7. Describe the three most frequent feelings that you experience when you play or 
practise your instrument with someone else Dresent (these can be single words, 
phrases or sentences). 
a) ..................................................................... 
b) ..................................................................... 
c) ..................................................................... 
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8. Describe the three most frequent feelings that you experience whilst you play ja 
front of an audience (these can be single words, phrases or sentences). 
a) ..................................................................... 
b) ..................................................................... 
C) ..................................................................... 
9. Imagine an occasion in which you performed and did really well (whether an 
exam, audition or concert). Please write down what you think led to that 
oQsltIve result. 
10. Imagine an occasion in which you performed but did not go as well as you 
hoped (whether an exam, audition or concert). Please write down what you 
think led to that negative result. 
11.1 plan to study music at university/conservatory level when I finish school. 
QQ QQQ Strongly Agree No Disagree Strongly 
Agree Opinion Disagree 
Please describe your reasons below: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
Thank you for your time!!! 
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Appendix A2 
Structure and Item References of 
the Pilot Questionnaire 
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Section A 
Questionnaire Theme Related references 
Item Number 
Al Name No particular reference 
A2 Age (Adolescence) Zani, 1993; Younis and Smollar, 
1985,1990; Grotevant and Cooper, 
1986; Bachman and O'Malley, 
1997; O'Malley and Bachman, 
1983; Hallam, 1998; LeBlanc, 
1994 
A3 Gender Seifike-Krenke and Shulman, 
1993; Baldwin and Hoffmann, 
2002; Wesner et al., 1990; Fishbein 
et al., 1988; Dews and Williams, 
1989; Ryan, 2004 
A4 is study instrument Kivimaki and Jokinen, 1994; 
A5 2° study instrument Wolfe, 1989 (instrument-specific 
anxiety symptoms) 
A6 Practice time Hallam, 1996,1997a, 1997b; 1998; 
A7 Practice time Jorgensen,, 1997,2002; Bloom, 
1985; Manturzewska, 1990; 
Ilarnischmacher, 1997; Sweeney 
and Moran 1982 
A8 Frequency of exposure to (solo) Salmon and Meyer, 1998; Salmon 
performances et al., 1989; Wilson, 1997,2002; 
A9 Frequency of exposure to (group) 
Jackson and Latana, 1981; 
performances 
Gustafson and Rawson, 1983; 
Fishbein et al., 1988, Brotons, 1994 
A10 Close family environment's Davidson et al., 1996; 1lowe and 
engagement with music Sloboda, 1991; Manturzcwska, 
All Close family environment's 
1986; Sloboda and Howe, 1991; 
engagement with music 
Sosniak, 1985,1990; Davidson 
and Borthwick, 2002 
Section B 
Questionnaire 
Item Number 
Theme Related references 
BI Highlighting importance of talent No particular reference found 
B2 Highlighting importance of talent No particular reference found 
B3 Concern about others' reactions to 
performance 
Lehrer et at., 1990; Meyer, 1982 ; 
Montcllo, 1992 
B4 Concern about others' reactions to 
performance Lehrer et al. 1990; Meyer 1982 ; 
B5 Concern about others' reactions to 
performance 
, , Montello, 1992 
B6 Concern about others' reactions to 
performance 
B7 Views on anxiety's role No particular reference found 
B8 Views on anxiety's role 
B9 Views on anxiety's role 
B10 Views on anxiety's role 
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B11 Highlighting importance of practice Dweck, 1999; O'Neill, 2002 
(Incremental (changeable) theory 
views on ability) 
B12 Highlighting importance of practice 
(Incremental (changeable) theory 
views on ability) 
B13 Highlighting importance of talent 
(Entity (fixed) theory views on 
ability) 
B14 Highlighting importance of practice O'Neill, 2002; 1lallam, 1997a 
B15 Expectations from parents Gabrielsson, 1999 
B16 Feedback / support from parents Schwarzer, 1984; Bandura, 1997; 
B17 Feedback / support from parents Hallam, 2002; Burland and 
B18 Feedback / support from parents 
Davidson, 2002, Meyer, 1982 
B19 Expectations from teacher Gabrielsson, 1999 
B20 Expectations from teacher 
B21 Beliefs about teacher's view of Meyer, 1982 
student's ability 
B22 Beliefs about teacher's view of 
student's ability 
B23 Beliefs about teacher's view of 
student's ability 
B24 Pressure to continue music lessons No particular reference found 
B25 Pressure to continue music lessons No particular reference found 
B26 Vocational ambitions / musical Ginzbcrg, 1972; Super, 1957; 
identity development Manturzewska, 1990; Ruud, 1997 
B27 Vocational ambitions / musical 
identity development 
B28 Views on anxiety and professional No particular reference found 
career 
B29 View on anxiety and professional 
career 
B30 Views on whether anxiety can be No particular reference found 
overcome 
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Section C 
Questionnaire Theme Related references 
Item Number 
Cl Perceived self-efficacy Bandura, 1977,1982,1989,1991; 
C2 Perceived self-efficacy 1997; Pintrich and Schunk, 1996; 
C3 Perceived self-efficacy / outcome 
Stipck, 1998; Pajares, 1996a, 
1996b; Cervone, 1993; Cervonc 
ex ectancies and Scott, 1995; Williams, 1992; 
C4 Perceived self-efficacy / outcome McPherson and McCormick, 1999; 
expectancies Bandura and Cervone, 1983; Wood 
and Bandura, 1989; Schwarzer and 
Jerusalem, 1992; Smith, Arnkoff 
and Wright, 1990; Pajares and 
Miller, 1994; Topman et al., 1992; 
Pintrich, Roeser and DeGroot, 
1994 
CS Experience of performance anxiety Steptoe, 2001; Stcptoe and Fidler, 
C6 Experience of performance anxiet 1987; Hughes, 1915; Gabriclsson, 
C7 erience of Ex erformance anxiet 
1999; Fogle, 1982; Green and p p y Gallwe 1986 Kivimaki and y, ; C8 Experience of performance anxiety Jokinen, 1994; Wolfe, 1989; 
C9 Experience of performance anxiety Goldman and Lehrer, 1986, 
Brotons, 1994, Wine, 1971; 
Zeidner, 1998; Gates and Motalbo 
(1987); Hamann, 1982; Kemp, 
1996 
C10 Experience of physiological symptoms Kivimaki and Jokinen, 1994; 
of performance anxiety Wolfe, 1989, Lehrer, 1987; 
C11 Experience of physiological symptoms 
Sakalak, 1999 
of performance anxiety 
C12 Experience of physiological symptoms 
of performance anxiety 
C13 Experience of physiological symptoms 
of performanc anxiety 
C14 Experience of evaluation / test anxiety Zeidncr, 1998 
C15 Experience of performance anxiety Steptoe, 2001; Steptoe and Fidler, 
C16 Experience of performance anxiety 1987; Hughes, 1915; Gabrielsson, 1999; Fogle, 1982; Green and 
Gallwey, 1986; Kivimaki and 
Jokinen, 1994; Wolfe, 1989; 
Goldman and Lehrer, 1986, 
Brotons, 1994, Wine, 1971; 
Zeidner, 1998; Gates and Motalbo 
(1987); Harriman, 1982; Kemp, 
1996 
C17 Amount of practising of individual Krampe, 1997; O'Neill, 2002; 
C18 Amount of practising of individual Hallam, 1997b (p. 179 onwards) 
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Section D 
Questionnaire Theme Related references 
Item Number 
D1 Anxiety levels in relation to LeBlanc, 1994, Cox, 1968; Leglar, 
performance context 1978; Hamann, 1982; Ilamann and Sobaje, 1983; Abel and Larkin, 
1990; Wilson, 1997; Jackson and 
Latand, 1981; Gustafson and 
Rawson, 1983; Fishbein et al., 
1988, Brotons, 1994 
D2 Self-concept in relation to music Dusek, 1987; Shavelson and Marsh 
D3 Self-concept in relation to music 1986; Albert 1977; Pruett, 1991; 
D4 Self-concept in relation to music / 
Dews and Williams, 1989; 
Tobacyk and Downs, 1986; 
views on personal musical ability Kadushin, 1969 
D5 Perfectionistic views Mor et al., 1995; Wilson and 
Roland 2002; Bourne 1995 
D6 Feelings evoked during solitary Leglar, 1978; Ilamann, 1982; 
practice or playing alone Ilamman and Sobaje, 1983; Abel 
D7 Feelings evoked during playing with and 
Larkin, 1990; Brotons, 1994; 
others resent 
LeBlanc et al., 1997; Fredrikson 
p and Gunnarsson 1992 
D8 Feelings evoked during playing in 
, 
front of an audience 
D9 Attribution of success and failure Weiner, 1984, Dweck, 1999; 1long, 
(internal vs. external) Chiu, & Dweck, 1999 
D10 Attribution of success and failure 
(internal vs. external) 
D11 Vocational choice in music profession Ginzberg, 1972; Super 1957; 
/ potential development of musical Manturzewska, 1990; Ruud, 1997; 
identity and musical possible self 
Schlenker and Weigold, 1989; 
. Markus and Ruvolo, 1989; Hallam, 
2002 
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Appendix B 
Pilot Study Data Analysis Output 
421 
Appendix Bi 
Principal Components Analysis for 
Pilot Data - Selected Output from 
SPSS 
422 
Unrotated Solution 
Tests for Assessing Suitability of Data for Factor Analysis 
KMO and Bartlett's Test 
Kaiser-Meyer-Olkin Measure of Sampling 
Adequacy. . 696 
Bartlett's Test of Approx. Chi-Square 319.966 
Sphericity df 153 
Sig. 
. 000 
`Total Variance Explained Table' showing Initial Eibcnvalucs 
Total Variance Explained 
Initial Ei envalues Extraction Sums of Squared Loadings 
Component Total % of Variance Cumulative % Total % of Variance Cumulative % 
1 4.181 23.230 23.230 4.181 23.230 23.230 
2 1.939 10.772 34.002 1.939 10.772 34.002 
3 1.601 8.896 42.898 1.601 8.896 42.898 
4 1.381 7.673 50.571 1.381 7.673 50.571 
5 1.333 7.406 57.977 1.333 7.406 57.977 
6 1.091 6.063 64.040 1.091 6.063 64.040 
7 . 991 5.504 69.544 
8 . 924 5.131 74.675 
9 . 800 4.444 79.119 
10 . 659 3.663 82.782 
11 . 643 3.572 86.354 
12 . 578 3.211 89.565 
13 . 443 2.459 92.024 
14 . 364 2.024 94.048 
15 . 323 1.795 95.844 
16 . 281 1.560 97.403 
17 . 255 1.415 98.818 
18 . 213 1.182 100.000 
Extraction Method: Principal Component Analysis. 
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Scree Plot showing the amount of variance explained by each component 
(note the break between components 5 anti 6) 
5 
a) 
c0 
c 
a) 
0) 
wo 
Scree Plot 
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f4 -- 
ti t1 
123456/89 10 11 12 13 14 15 18 17 18 
Component Number 
424 
Unrotated Component Matrix 
Component Matrix' 
Component 
1 2 3 4 5 6 
Positive experiences in 
-, 844 performances 
Pre-performance and 817 
pre-evaluation anxiety . 
Negative outcome 719 -. 429 expectancies . 
Experience of anxiety 
symptoms during . 634 -. 356 
performances 
Negative views on anxiety . 618 -. 424 
self-concept as a 
. 599 musician 
Not want to differentiate 
from group in scores . 587 . 335 (either high or low) 
Concern on others' 
. 347 . 646 reaction to performance 
Highlight importance of 
. 615 practice 
High expectations from 
-, 364 . 573 - 333 teacher . 
Highlight importance of 
. 509 404 . 473 talent . 
Low self-efficacy beliefs . 640 . 418 
important to get top 
-. 565 . 300 . 337 marks 
Insufficient practice . 330 . 485 -. 434 
Believe anxiety can be 
. 481 -. 518 -. 358 overcome 
Unsupportive parents 
. 402 518 with high expectations . 
Evidence of developing 489 - 307 musical identity . . 
Pressure to continue 
music lessons . 
550 
Extraction Method: Principal Component Analysis. 
a" 6 components extracted. 
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Rotated Solution 
5-Component Solution after Varimax Rotation 
Rotated Component Matrix 
Component 
1 2 3 4 5 
Positive experiences in 
-. 826 performances 
Experience of anxiety 
symptoms during . 795 
performances 
Pre-performance and 
. 730 pre-evaluation anxiety 
Negative outcome 
. 673 454 expectancies . 
Negative views on anxiety . 666 -. 423 
self-concept as a 
. 535 . 421 musician 
Not want to differentiate 
from group in scores . 438 -. 368 (either high or low) 
important to get top 
. 389 - 331 - 363 marks . . 
Highlight importance of 744 talent . 
Concern on others' 653 
reaction to performance . 
Highlight importance of 
. 613 practice 
Low self-efficacy beliefs . 820 
Insufficient practice . 634 
High expectations from 
. 429 - 561 355 teacher . . 
Unsupportive parents 732 
with high expectations ' 
Evidence of developing 
musical identity -. 
647 
Pressure to continue 
music lessons . 502 
Believe anxiety can be 
overcome "827 
Extraction Method: Principal Component Analysis. 
Rotation Method: Varimax with Kaiser Normalization. 
a. Rotation converged in 6 iterations. 
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Table Showing Amount of Variance Explained by Each Component 
(After Varimax Rotation) 
Total Variance Explained 
Rotation Sums of Squared Loadings 
Component Total % of Variance Cumulative % 
1 3.550 19.723 19.723 
2 1.851 10.283 30.006 
3 1.784 9.912 39.918 
4 1.710 9.497 49.415 
5 1.541 8.561 57.977 
Extraction Method: Principal Component Analysis. 
427 
Appendix B2 
AMPAS Development - Selected 
Output from SPSS 
428 
First principal components analysis 
`Total Variance Explained Table' showing Initial Eigenvalues 
Total Variance Explained 
Initial Ei envalues Extraction Sums of Squared Loadings 
Component Total % of Variance Cumulative % Total % of Variance Cumulative % 
1 3.655 45.691 45.691 3.655 45.691 45.691 
2 1.080 13.503 59.194 1.080 13.503 59.194 
3 
. 
878 10.979 70.173 
4 
. 
670 8.371 78.544 
5 
. 614 
7.672 86.216 
6 
. 461 
5.761 91.978 
7 
. 
388 4.852 96.830 
8 
. 
254 3.170 100.000 
Extraction Method: Principal Component Analysis. 
Scree Plot showing the amount of variance explained by each component 
(note the break between components 1 and 2) 
Scree Plot 
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4 
3 
2 
a) 
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W0 
I23456789 10 11 12 13 14 15 16 17 18 
Component Number 
429 
Unrotated Component Matrix 
Component Matrix' 
Component 
1 2 
Not want to differentiate 
from group in scores . 589 (either high or low) 
Negative views on anxiety . 653 
important to get top 
. 322 795 marks . 
poor self-concept as a 
. 606 -. 500 musician 
Negative outcome 721 
expectancies . 
Positive experiences in 
performances -. 
874 
Pre-performance and 
pre-evaluation anxiety . 800 
Experience of anxiety 
symptoms during . 698 
performances 
Extraction Method: Principal Component Analysis. 
a. 2 components extracted. 
Second principal components analysis 
Tests for Assessing Suitability of Data for Factor Analysis 
KMO and Bartlett's Test 
Kaiser-Meyer-Olkin Measure of Sampling 
Adequacy. 
. 842 
Bartlett's Test of Approx. Chi-Square 139.231 
Sphericity df 15 
Sig. 
. 000 
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`Total Variance Explained Table' showing Initial Eigenvalues 
Total Variance Explained 
Initial Ei envalues Extraction Sums of Squared Loadings 
Component Total % of Variance Cumulative % Total % of Variance Cumulative % 
1 3.267 54.447 54.447 3.267 54.447 54.447 
2 
. 828 13.808 68.254 
3 . 698 11.641 79.896 
4 . 486 
8.106 88.001 
5 
. 394 
6.565 94.566 
6 
. 326 
5.434 100.000 
Extraction Method: Principal Component Analysis. 
Reliability Analysis -8 variables 
****** Method 2 (covariance matrix) will be used for this analysis 
****** 
RELI ABILITY ANALYSIS -S CA LE (A LPH A) 
Mean Std Dev Cases 
1. POSEXREC 16.8806 4.4091 67.0 
2. PREANX 8.2687 2.9469 67.0 
3. ANXSYMPT 12.5672 2.8243 67.0 
4. NEGEXPEC 7.0448 2.0108 67.0 
5. NEGANX 14.2388 3.6972 67.0 
6. DIFGROUP 6.1194 2.0265 67.0 
7. TOPMARKS 2.2239 . 9973 67.0 
8. POORSELFC 4.0896 1.0259 67.0 
Correlation Matrix 
POSEXREC PREANX 
POSEXREC 
PREANX 
ANXSYMPT 
NEGEXPEC 
NEGANX 
DIFGROUP 
TOPMARKS 
POORSELFC 
DIFGROUP 
TOPMARKS 
POORSELFC 
1.0000 
. 6532 1.0000 
. 5518 . 5166 
. 5987 . 5170 
. 4870 . 4335 
. 4476 . 4462 
. 1819 . 2937 
. 5953 . 3377 
DIFGROUP 
1.0000 
. 1890 
. 3373 
ANXSYMPT NEGEXPEC NEGANX 
1.0000 
. 4437 1.0000 
. 4729 . 3022 1.0000 
. 1918 . 3333 . 3136 
. 1909 . 1158 . 2031 
. 2960 . 4314 . 2579 
TOPMARKS POORSELFC 
1.0000 
. 0245 1.0000 
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N of Cases = 67.0 
N of 
Statistics for Mean Variance Std Dev Variables 
Scale 71.4328 205.1583 14.3233 8 
RELIABILITYANALYSIS-S CAL E (A LP A) 
Item-total Statistics 
Scale 
Mean 
if Item 
Deleted 
POSEXREC 54.5522 
PREANX 63.1642 
ANXSYMPT 58.8657 
NEGEXPEC 64.3881 
NEGANX 57.1940 
DIFGROUP 65.3134 
TOPMARKS 69.2090 
POORSELFC 67.3433 
Scale Corrected 
Variance Item- Squared Alpha 
if Item Total Multiple if Item 
Deleted Correlation Correlation Deleted 
113.5237 . 7684 . 6655 . 7502 
146.2302 . 7050 . 5343 . 7575 
154.9362 . 6009 . 4183 . 7752 
169.8774 . 5959 . 4122 . 7826 143.6436 . 5399 . 3239 . 7906 175.9457 . 4670 . 2863 . 7963 196.9860 . 2564 . 1100 . 8174 
189.7743 . 5070 . 3857 . 8045 
Reliability Coefficients 8 items 
Alpha = . 8088 Standardized item alpha - . 8201 
Reliability Analysis -7 variables 
****** Method 2 (covariance matrix) will be used for this analysis 
****** 
REL IABILITY ANALYSIS -SC AL E (A LPH A) 
Mean Std Dev Cases 
1. POSEXREC 16.8806 4.4091 67.0 
2. PREANX 8.2687 2.9469 67.0 
3. ANXSYMPT 12.5672 2.8243 67.0 
4. NEGEXPEC 7.0448 2.0108 67.0 
5. NEGANX 14.2388 3.6972 67.0 
6. DIFGROUP 6.1194 2.0265 67.0 
7. POORSELFC 4.0896 1.0259 67.0 
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Correlation Matrix 
POSEXREC PREANX ANXSYMPT 
POSEXREC 1.0000 
PREANX . 6532 1.0000 
ANXSYMPT . 5518 . 5166 1.0000 
NEGEXPEC . 5987 . 5170 . 4437 
NEGANX . 4870 . 4335 . 4729 
DIFGROUP . 4476 . 4462 . 1918 
POORSELFC . 5953 . 3377 . 2960 
DIFGROUP POORSELFC 
DIFGROUP 1.0000 
POORSELFC . 3373 1.0000 
N of Cases a 67.0 
Statistics for Mean Variance Std Dev 
Scale 69.2090 196.9860 14.0352 
NEGEXPEC NEGANX 
1.0000 
. 3022 
. 3333 
. 4314 
N of 
Variables 
7 
1.0000 
. 3136 
. 2579 
RELIAB ILITY ANALYS IS- S CAL E (A LPH A) 
Item-total Statistics 
Scale Scale Corrected 
Mean Variance Item- Square Alpha 
if Item if Item Total Multiple if Item 
Deleted Deleted Correlation Correlation Deleted 
POSEXREC 52.3284 106.9512 . 7741 . 6655 . 7564 PREANX 60.9403 139.7843 . 6963 . 5189 . 7683 ANXSYMPT 56.6418 147.8394 . 5994 . 4168 . 7861 NEGEXPEC 62.1642 162.1696 . 6009 . 4113 . 7935 NEGANX 54.9701 136.9688 . 5356 . 3205 . 8031 DIFGROUP 63.0896 168.5373 . 4626 . 2811 . 8093 POORSELFC 65.1194 181.6522 . 5164 . 3807 . 8174 
Reliability Coefficients 7 items 
Alpha = . 8174 Standardized item alpha - . 8391 
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Reliability Analysis -6 variables (final scale) 
****** Method 2 (covariance matrix) will be used for this analysis 
****** 
RELIABILITYANALYSIS-S CAL E (A LPH A) 
I. 
2. 
3. 
4. 
5. 
6. 
Mean Std Dev Cases 
POSEXREC 16.8806 4.4091 67.0 
PREANX 8.2687 2.9469 67.0 
ANXSYMPT 12.5672 2.8243 67.0 
NEGEXPEC 7.0448 2.0108 67.0 
NEGANX 14.2388 3.6972 67.0 
DIFGROUP 6.1194 2.0265 67.0 
Correlation Matrix 
POSEXREC PREANX 
POSEXREC 
PREANX 
ANXSYMPT 
NEGEXPEC 
NEGANX 
DIFGROUP 
DIFGROUP 
1.0000 
. 6532 1.0000 
. 5518 . 5166 
. 5987 . 5170 
. 4870 . 4335 
. 4476 . 4462 
DIFGROUP 
1.0000 
ANXSYMPT NEGEXPEC NEGANX 
1.0000 
. 4437 
. 4729 
. 1918 
1.0000 
. 3022 1.0000 
. 3333 . 3136 
N of Cases = 67.0 
N of 
Statistics for Mean Variance Std Dev Variables 
Scale 65.1194 181.6522 13.4778 6 
Item-total Statistics 
Scale Scale Corrected 
Mean Variance Item- Squared Alpha 
if Item if Item Total Multiple if Item 
Deleted Deleted Correlation Correlation Deleted 
POSEXREC 48.2388 97.0027 . 7508 . 5908 . 7541 
PREANX 56.8507 126.4925 . 7011 . 5119 . 7634 
ANXSYMPT 52.5522 134.2207 . 6029 . 4166 . 7849 
NEGEXPEC 58.0746 148.6156 . 5914 . 4007 . 7968 
NEGANX 50.8806 123.5916 . 5400 . 3198 . 8024 
DIFGROUP 59.0000 154.6061 . 4552 . 2716 . 8149 
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RELIABILITYANALYSIS-S CAL E (A LPH A) 
Reliability Coefficients 6 items 
Alpha = . 8174 Standardized item alpha . 8292 
435 
Appendix C 
Main Study Questionnaire 
436 
Appendix Cl 
Main Study Questionnaire - 
English Version 
437 
YOUNG MUSICIANS' PERFORMANCE 
QUESTIONNAIRE 
Hello, my name is Ioulia. I am studying the experience of musical 
performance anxiety in young musicians like you. You would help 
me very much if you complete the following questionnaire. This 
would enable me to have a clearer understanding of how young 
people experience anxiety when they perform. By understanding 
the ways in which young musicians experience anxiety, we can 
find better ways of helping them deal with It and use it for their 
benefit. Can you imagine using your stage fright to help you 
perform better? By answering the following simple questions you 
are making an important contribution to our understanding. Your 
name will be kept confidential, so please be honest in your 
answers. 
Thank you very much for your help. 
loulia Papageorgi 
438 
A. PLEASE ANSWER THE FOLLOWING GENERAL QUESTIONS ABOUT 
L YOURSELF BY WRITING ON THE DOTTED LINE OR TICKING 
(i) THE 
APPROPRIATEBOX. 
1. Name (optional): ............................................. 
2. Age: ............ years. 
Sex: 
0 
-A- n EI 
4. First study Instrument: ....................................... 
4.1. Years of playing: 
QQQQQQ 
0-2 2-4 4-6 6-8 8-10 10+ 
4.2. Current examination grade (Please answer if this Is applicable to you): 
LL1EIIL1L1EE oOther 
(please specify): ............................................................... 
S. Second study instrument: ....................................... 
5.1. Years of playing: 
QQQQQQ 
0-2 2-4 4-6 6-8 8-10 10+ 
5.2. Current examination grade (Please answer if this Is applicable to you): 
F-1 El Fý F1 F-1 F-1 F-1 Fý 
12345678 Other (please specify): ............................................................... 
6. How many days per week do you practice? 
QQQQ 
1 2-3 4-5 6-7 
7. How long do you usually spend practising? 
QQQQQ 
30 min 1 hour 1-2 hours 2-3 hours 3+ hours 
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8. How many solo public performances have you made in the past year? 
QQQQQ 
0-2 2-4 4-6 6-8 8+ 
9. How many group public performances have you made in the past year? 
QQQQQ 
0-2 2-4 4-6 6-8 8+ 
10. Do any of your parents play a musical instrument or sing? 
Nonone MY mother Myfather Both 
11. Do you have any brothers or sisters? 
QQ 
Yes No 
11.1 How many of your brothers/sisters playa musical instrument or sing? 
QQQQQ 
0123 3+ 
12. Do you take any instrumental performance examinations? 
QQ 
(If you answered `Yes', please continue with the rest of question 12. 
Yes No If you answered 'No', proceed to section B) 
12.1 Which examination board exams do you take (e. g. Associated Board, Trinity etc. )? 
12.2 What mark / grade did you get in your last examination? ................................................. 
12.3 Is this mark / grade representative of your results most of the time? 
QQ Yes No 
12.4 If not, what mark/ grade do you usually get? 
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S. READ EACH OF THE FOLLOWING STATEMENTS CAREFULLY AND THEN 
L CIRCLE THE APPROPRIATE NUMBER TO INDICATE YOUR DEGREE OF AGREEMENT. 
Each number corresponds to the following: 
1=Strongly Agree, 2=Agree, 3=Not sure, 4=Disagree, S=Strongly Disagree 
C71 '2 
CQö 
DI 2' 
Z 
tNS 
io 
1. I believe that people who study music in higher education have a12345 
special talent. 
2. I think that if I do poorly in a performing situation, others will 12345 
question my ability in music. 
3. I believe that with lots of practice, one can accomplish anything. 12345 
4. I think that my parents expect a lot from me. 12345 
5. My teacher expects a lot from me. 12345 
6. I am worried about how my parents would react if I decided to stop 12345 
going to music lessons. 
7. My dream is to become a professional performer. 12345 
8. Anxious performers should not follow a professional career in music. 12345 
9. I think that I am capable enough to follow music at a professional 12345 
level if I want. 
10. I am sad if I do not get a good result in an exam / audition 12345 
11.1 think I should practice harder. 12345 
12. I avoid working on pieces of music that look or sound to be difficult. 12345 
13.1 started taking instrumental lessons after my own decision. 12345 
14. I am more nervous when I know someone is listening to me 12345 
playing. 
15. Solo performances are scarier than group performances. 12345 
16. I am more anxious when I perform in a place that I have never 12345 
played before. 
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17. I think that talent is the most important component of success for a 123 4 5 
performer. 
18. I prefer to find out how others did in an exam or audition before I 123 4 5 
announce my score. 
19. Even though someone may feel very anxious, I think that lots of 12345 
practice can help them play well in an examination or concert. 
20. The comments of my family about my performances are critical. 12345 
21.1 think that my teacher believes that I am talented. 12345 
22. I am worried about how my teacher would react if I decided to stop 12345 
going to music lessons. 
23. My dream is to become a music teacher. 12345 
24. Anxiety can destroy the career of a musician. 12345 
25. When I compare myself with other young performers I think that I12345 
am very good. 
26. When it comes to exams, as long as I feel I did my best, I do not 12345 
care about the result. 
27. I usually practice very hard. 12345 
28. When I am practising to learn a new piece of music, I soon give up 12345 
if I am not successful straight away. 
29.1 was forced to take up music lessons. 12345 
30. The more people that I know are present in a recital (friends, 12345 
family), the more anxious I get. 
31. Solo and group performances make me nervous to the same extent. 12345 
32. I find that when I do not feel comfortable in the venue where I12345 
have to play, I am more anxious than usual. 
33. Musical ability (talent) is something that you either have or not, you 12345 
cannot develop it. 
34. I do not care about what others think about my playing. 12345 
35. Practice cannot help someone who is not talented to play well. 12345 
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36. My parents are always supportive. 12345 
37. I think that my teacher believes I could go on to be a professional 12345 
musician. 
38. I know that if decided to stop going to music lessons I would have 1 2 3 4 5 
the full support of my family. 
39. I plan to study music at university. 1 2 3 4 5 
40. Anxiety should not stop musicians who wish to pursue a 1 2 3 4 5 
professional career. 
41. When I hear young talented performers play I am sad because I 1 2 3 4 5 
know am not as good as them. 
42. 1 think there is more to music than marks or grades in exams. 1 2 3 4 5 
43. I am usually concentrated when I practice. 12345 
44. I like learning difficult pieces -I know that when I try hard I can 12345 
play them well. 
45. I enjoy learning to play a musical instrument and I want to be good 12345 
at it. 
46.1 like having audience in my recitals - it motivates me to do well. 12345 
47.1 tend to avoid solo performances as much as I can. 12345 
48. If I am to have an exam / recital in a place I have never seen 12345 
before, I prefer to have a mock performance there beforehand. 
49. My parents encourage me to try to do even better in my next 12345 
performance. 
50. My teacher often tells me that I do not practice or try hard enough. 12345 
51. I do not wish to become a professional musician / music teacher. 12345 
52.1 believe that there are ways to help anxious performers. 12345 
53. I find practising very boring. 12345 
54.1 wish I stopped music lessons -I do not really enjoy them. 12345 
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C. READ EACH OF THE FOLLOWING STATEMENTS CAREFULLY AND THEN 
CIRCLE THE APPROPRIATE NUMBER TO INDICATE THE DEGREE OF 
FREQUENCY THAT YOU EXPERIENCE OR DO CERTAIN THINGS. 
Each number corresponds to the following: 
1=Always, 2=Often, 3=Sometimes, 4=Rarely, S=Never 
IH 
1. Prior to an Important performance (exam, audition, concert) I find 12345 
myself thinking: "I can do this. I have studied hard and I am going 
to do well". 
2.1 feel confident when I perform In front of other people. 12345 
3. I worry a lot for several days before I take a recital examination In 12345 
front of a jury. 
4. During recitals I get so nervous that I have a mental block. 12345 
5. Sometimes, especially if I score in an exam or audition, I do not 12345 
tell anyone exactly what my score was. 
6.1 believe that anxiety is not bad for my performance. 12345 
7.1 believe that anxiety is bad for my performance. 12345 
8. Sometimes, before an Important performance (exam, audition or 12345 
concert) I find myself thinking: "This Is too difficult. I am not going 
to do well", even though I may have worked really hard In 
preparing for that event. 
9.1 feel relaxed when I perform In front of other people. 12345 
10. Just before an exam, audition or concert I feel very anxious, worry 12345 
that things will go wrong and wish this was already over. 
11. During recitals / exams my heart beats very fast. 12345 
12. Sometimes, especially if I score hLqb in an exam or audition, I do 12345 
not tell anyone exactly what my score was. 
13. I believe that anxiety makes me feel alert and eventually has a12345 
positive result on my performance. 
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z 
14. I believe that anxiety makes me forget parts of the music, makes it 12345 
difficult to concentrate on my playing, and eventually has a negative 
result on my performance. 
15. I like recitals because it is an opportunity to show to others the hard 12345 
work I have been doing. 
16. During recitals / exams my hands are cold. 12345 
17. Just before I get feedback on my performance or expect to hear the 12345 
results of an exam, I get anxious and jittery. 
18. During my recitals I feel great. 12345 
19. During recitals / exams my hands sweat. 12345 
20.1 enjoy my recitals because I can share my music with others. 12345 
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D. PLEASE READ EACH OF THE FOLLOWING STA TEMENTS AND ANSWER OR 
TICK (y) THE BOX THAT REPRESENTS YOUR BELIEFS AND PERSONAL 
EXPERIENCES. 
1. Rate the following statements in order from the `least anxious' to the `most 
anxious' occasions for you. Tick the appropriate box for each statement, 1 being 
the least anxious and 5 the most anxious circumstance for you. 
Least Moderately Most 
anxious anxious anxious 
12345 
a) Playing in front of my friends 
b) Practising or playing at home 
c) Playing in front of my teacher 
d) Playing in an exam 
e) Performing in a concert 
f) Playing in front of my family 
2. When I compare myself with other young Derformers, I think that I am: 
QQQQDQ 
Poor Below Average Good Very Excellent 
Average Good 
Please give the reasons for your answer to question 2 below: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
3. It is important for me to always get top marks in examinations or auditions. 
QQ Q QQ 
Strongly Agree No Disagree Strongly 
Agree Opinion Disagree 
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Please give the reasons for your answer to question 3 below: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
4. Remember an occasion in which you performed and did really well (whether an 
exam, audition or concert). Please write down what you think led to that positive 
result. 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
S. Remember an occasion to which you performed but did not go as well as you 
hoped (whether an exam, audition or concert). Please write down what you think 
led to that negative result. 
.................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
6.1 would describe myself as a: 
a) Highly anxious performer 
b) Moderately anxious performer 
c) Low anxious performer 
Please give the reasons for your answer to question 6 below: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
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7. Please write down any strategies that you use to help you cope with performance 
anxiety and perform better (either on the day of performance or earlier). 
Thank you for your time!!! 
NOTES 
if you would be willing to participate In a short follow-up Interview, please write your 
contact details below so that I can contact you: 
Name: ....................................................................................................................... 
........................... Telephone Number: ................................ safe assets 0.0.4 *assesses test I Vessels to 
Email: 
....................................................................................................................... 
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Appendix C2 
Main Study Questionnaire - Greek 
Version 
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E PflTH MATOAO rIO FIA N EAPOYX M OYEI KOYE 
EKTEAEETEE 
r£ia vou, ovopa opal IouAia. MEAETw Tnv napouaia TOU äyXouc 
OTlj pOUauK4 EKTFAEQIl aE VEapOOS IiOUaiKOOc vav Kai v va. Ga 
IJOU 4Tav Xptaipo av anavTOOQ£S OTo EpwTtjplaTOAÖyuo nou 
aKOAOUOEi. Ga pJ£ ßo1184QEI OTO Va KaTaA6pw nlO KaOapb n6q of 
VEapoi EnnpEä ovTaI an6 To äyxoc 6Tav nai4ouv ova NouauK6 
öpyavo. Oa pnopEVoupE va ppocp£ nio vwaTOÜS Kai KaAoOS 
Tpönouq va ßonenaoupE TOUS v£apoOS pouoiKOÜS va 
avTipETwniaOUV TO c yXoc Kai va To XprIaijjonoi crouv npoq 6cp£A6S 
TODS 6TQV aVTIAIj(pOOOtJE TODS Tp6nOuq ppE TOUS onOIOUC, TO QYxOS 
TouS £nryp£64£i. oavT64£Qai va pnop£iq va Xpnaiponoiiiomic To 
äyXoq nou V160EIS yia va naig£uS KaAüTEpa; AnavTcuvTaq Tic anAtq 
EpWTi! QEIS nou aKOAOUBOOV, aupßaAAEic Kai vu NE TO 51K6 you 
Tpöno vE auTr Trjv npoanaocia. To 6vop6 uou Eivai £NnnoT£uTIK6 
Kai of nhgpocpopi£S nou Oa öwatiS Oa XprIailonoirOoüv Novo o-ro 
nAaiaio auTAq TfS Ep£uvaC, yi' auTÖ napaKaA(; ) va anavri atiq pE 
£iAiKpiv£ia! 
EuXapiarrw noAO yia Tn P040EI6 Qou. 
Ioulia tlanayECbpyg 
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A. A17ANTHXE TIF 17APAKATf EPi2THZEIZ rPAOONTA1 1Thl 
Al IAKEKOMMENH rPAMMH H BAZONTAF 
(V)1TO KA TAMHAO KOYTAKI, 
1. OvoNaTEnwvu No :...................................................................................................... 
2. HAIKla :............ ETWV. 
3. rivoS: 
QQ 
4. Ilpwro öpyavo anou5tS :....................................... 
4.1. Xpövia nOU To naiciq: 
QQQQQQ 
0-2 2-4 4-6 6-8 8-10 10+ 
4.2. Enincöo (Tä r1) oric EAAnviKtq gcrba£iq (Anovrna Novo av iaXOEi yia ova): 
fpOfapOQK£UaaTIKI 
n poKQTQpKTI Ký 
KaTwApa 
M>; oq 
AvwTapa 
fpOKpIpaTIKn IITUXIOU 
Wo (napaKaM npooöiopiaE) :............................................................... 
4.3. Enincöo (grade) oTic AyyXIKtS ccraocIS (AnbvTnac ibvo av auib io)(üei yia aLva): 
ooa Wo (napaKaAw npoo 
5. AFüT£po öpyavo:.... 
5.1. Xpbvia nou To naiýcig: 
0-2 2-4 4-6 
ooaoa Mpiac) :................................................. 
................................... 
QQQ 
6-8 8-10 10+ 
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5.2. EninEöo (T6EA) a nS E)AgvuK c MGElq (Anbvrn is pdvo av iaXÖEi yia ova): 
IlponapaaKEuaoTIKn 
f pOKQTapKTI Ký 
AvwTarpa 
f pOKpIpaTIKr ITTUXIOU 
AAAo (napaKaAw npooöiöpiaE) :............................................................... 
5.3. Enincöo (grade) aTiq AyyAiKLS £>; CTäo£IS (Anavrnac pbvo av auT6 iaxöEi yia a va): 
QQQQQQQQ 12345678 
AAAo (napaKalw npoa616piaE) :............................................................... 
6. nöoES NipES Tnv EPöoNaaa pEAEruc; 
QQQQ 
1 2-3 4-5 6-7 
7. Ilan wpa prAEräS vuvrewc a69E cpopä; 
QQQQQ 
30 AEnT6 1 cwpa 1-2 wpEq 2-3 copEq 3+ wpES 
s. nS cpopiS £X£uS nai El n Tpayou54ov ci 1ko a ouvaulºikS Tov nepaap&vo 
Xpövo; 
QQQQQ 0-2 2-4 4-6 6-8 8+ 
9. IIöaES cpopLS iXFic naiga n Tpayou5i aEI aE ouvauAiES Tov nepaap&vo Xpdvo wS 
p AoS puaS opäöaS (n. X. wS NLkoS NuaS opx4aTpa4 Xopwöiac, auyKpoTINaTOq); 
QQQQQ 0-2 2-4 4-6 6-8 8+ 
10. f ai4EI Kbnouo NOUQIKÖ öpyavo 4 TpayOU5 Ktinouoc anb TODS yovdq aou; 
a0 11 OXi H {JnT£pa you 0 naitpaq you Kai of uo 
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11. 'EXEiq a5FMpia; 
QQ 
Na, OXi 
11.1 (lea anö Ta aöAcpia aou naiýouv Känoio pouvlK6 bpyavo i Tpayouöoüv; 
QQQQQ 0123 3+ 
12. napakäOEVal aE KänouES Fckukrac, Nouviicoü opyävou; 
QQ 
(Eav anav i atiS `vai' auvLXivc pc TnV unöAoinn epWTnorl 12. Eav 
Nai OXi anavrr uaq'oXi' npoXwpnac cTo uipoq B. ) 
12.1 Zc noitS Eýcraacic napaK68caai; (n. X EAArividc, AyyAIKtS) 
.............................................................................................. 
12.2 Ti ßaepö nrjpcS aTnv TEAEUTaia e Tarnt aTnv onoia t, \aIcc pipes; 
..................................................................................... 
12.3 0 nio nävw ßaON6ý avrinpovwnCCCI To auvn0iap vo Qou anoT vpa; 
QQ 
Nat OXI 
12.4 Eav öXi, noiö ßaOpö naipvEIS Tic ncpiaaöTepcq cpoptq 
............................................................................................. 
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B. AL45AZE Tu f 17APAKATI2 /7POTAFEI£ KAI BARE XE KYKAO TON APIOMO 
170 YA EIX NEI 11010 X YM 012 N EI Z ME KA OE 17 PO TA I H. 
O K60E apieik awinpoawnEOEI Ta EE jS: 
1=iupcpwv6) an6AuTa, 2=fupcpwvd, 3=Acv fipa, oiyoupoq/n, 4=Aiacpwv6, 
5=Aiacpwvw anöhura 
I j 
1. f icitOw 6TI 0001 CKOÄOUOOOV PODUIKI QE navCniaTlpioK6 £nincöo 12345 
LXOUV i (wpIOT6 TaA vTO. 
2. NoiJif w 0TI aV ÖEV naiZw KCÄO QE PIG QUVaUÄia/EETcal, 01 ä»01 Oa 12345 
ap(PIQß fTtjaOUV TIS NOUQIKtg POU IKaVöTnTES. 
3. illOTEIJw 6T1 p£ nOAM) KOl QUOTIjpaTiKI p£Äär Pnop£) KbnaioS Va 12345 
EnITÜXEI UE 6, TI eEAEI. 
4. Nopiýw 6T1 of yov£ig you s'(ouv noAA` npoaöoKi£S anb p va. 12345 
5. 0 öäaKaAäg you eXEI noAS npOaÖOKi£S an8 ptva. 12345 
6. AvriouXdz' yla To nd S Aa avrlbpoOaav of yov£ig you Eav anocpbvli a 12345 
Va aTapaT? Qw TO )JaenpaTa NOUQIKCg. 
7. Ovclpcöopal va yivw Enayy&\pariac pouaIK6ý EKTEAEOTAc. 12345 
8. Nopiýw 6TI 01 ayXwb£IS IJOUaIKOi EKTEA£aTLS ö£v Oa Lnp£n£ va 12345 
aKoAoueoov EnayyEApOTIKI) Kaplkpa OTf pOUO1KA. 
9. fIOTEIJw 6T1 Eiijal apK£Tb IKOV610 Va aoXOA O( PE To pOUQIKI a'E 12345 
EnayyEApaTIK6 EninE6o EaV TO ano(Paaiaw. 
10. ircvoXwpi pal av öcv näpw KCA6 ßaepb at pie giraari / aKpaOQn. 12345 
11. Nopir w nwg 6a Lnp£n£ va pcA£rth No noAö. 12345 
12. AnocpcOyw va öouA£üw at Koppbrla nou you cpaivovral Ij 12345 
aKOÜyOVTOIÖuvKOAa. 
13. ApXIQa Ta pa8npaTa POUOIKnq pET6 ans öIKl you anacpaoTI. 12345 
14. Eipai No VEUpIKOUt OTav k> p(il 0TI Kanoloq pc aKoöti nou nai w. 12345 
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15. moßäpai nepiavöTepo Tic GöAO CKr acta nap$ Tic opa5IKtq 
£KTcMQ£lS ((OS u oc NiaS Xopwbiac, aUVKPOT paTOS, op&i pac)" 
16. Eipai no ayXcop&oc n 6Tav naii w at ¬va Xcwpo 6nou 6ev Xcw naiFci 
kavä. 
17. Nopiýw 6TI TO TaAEVTO EIVQI TO nio OTIPQVTIK6 auaTaTIKö EnITUXiaS 
Via Eva pouciKÖ £KTEÄEaTC . 
18. lpoTlp6 va paeaivw növo KaA$ nljyav of hol at pia E> Taaq tj 
aKpöaoq npiv avaKOlvwaw TO ÖIKb you anoT EVpa. 
19. flap6Xo nou Känoloq pnop£i va v66El noAö ayXwpatvoc/ri, vopiýw OTi 
n noMl P£Ä£T! 1 pnopci Va Tov/Tljv 13oIj8ýa£I va naiýouv KO QE pia 
£>; ETaCFn Ij vuvauAia. 
20. TO ox0Aia TfV oiKOy£V£I0C POU OX£TIK6 P£ Tic EKTE LCFEIS poU EiVaI 
£nIKpITIKQ. 
21. Nopiýw ÖTI O öC aKaAÖS Clou nloTEO£I on Eiial TaAavroOXocJa. 
22. AvnauXW yia To nd q Oa aVTlöpoüac 0 öaaKaAk {you Eav anocpäaiýa 
va QTQPQTFQw TO paet pcTQ pouaikIS. 
23. OVElpcöopai va yivw KaenynTtWTpla pOUGIK, ' . 
24. Nopit w nc S TO byXoc Tric pOuaIKrjc EKTL£Qnq pnop£i va 
KaTQoTp£lp£t TfV Kapitpa Evbc pouaIKOli EKTF%EQTI'j. 
25. E£ aXthri u£ 6AAouc v£apoOS pOUQIKoöc £KTEA£OTLS vopit w OTI Eipal 
noAu KQAoc/I. 
26. OQOV a(pop6 Tic EýETbaEIC ECPbaov vic8w OTI a`Kava TO KaA6TEpO 
nou pnopoüva, SE pe Ev5iacptpcl TO anoTAEapa. 
27. iuvl ewc pcAErea noAti aKAnpb. 
28. 'OTaV pEÄETG) Via Va NbGw &CI KCIIVOCipyIO KOpp6TI, pcT6 anb Aiyo Ta 
napaTbcw Eav öcv TO KaracpLpw apthcS. 
29. ME avbyKaaav aAAol va apXiow paer para pournKr q. 
30. 'Ooo ncploa6TEpoi 6v8pwnol nou yvwpiýw (yoveic, (piAol) Eival 
napövTES QE pia ouvauAia o-rriv onoia Aapp6vw ptpoC, Tbvo 
nepic a6TEpo äyXoc vKK6w. 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
12345 
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Wýa 
31. 01 QoAo Kai 01 opaaiKds EKr£ALaEls u£ ayx6)vouv orov iÖio ßoOp6. 12345 
32. Bpioxw OTi OTav ö£ v69ca 6v£Ta OTO Xwpo aTOV onoio npOK£ITal va 12345 
naii; W, £Ipai nio ayyWpEvocJq an6 6, TI QUVýAWS. 
33. H IKaVOTfTa OTr NOUQIKI (TaMVTO) Eival KOTi nOU EiTE TO t(EIC EIT8 12345 
OXI, 6EV pnOpEic Va TfV avanTÖF£IS SIE Tf ppEA Tn. 
34. Ac pc anaoXoA£i TO TI VOJgOUV of aMoI yla To nail; ipO pou. 12345 
35. H pcA TB ö£v pnop£i va ßoneno£I noM KOnolov nou ö£v XEI 12345 
TaA>; vro va naik£I noAii KaA6. 
36. 01 yov£iq {you nävTOT£ SIE OTripiýouv. 12345 
37. NopiýW 6TI O ÖQUKOÄÖC, . IOU nIOTCÖEI 
0Tl iXW Tic IKOVOTgT£C, Va yiVw 12345 
EnayycApaTiaq pOuolK6r,. 
38. _aspw OTl Eav anoc Oa a va aTapaT6Qw To paEfta-ra pouaw jc 8a 12345 
EiXO Tnv nAnpn unooTI'plFA TWV yov>=wv uou. 
39. ETOX£üw va napaKOAouGnaw POUOIKI oTO navEnloTrplo. 12345 
40. To 6yXoc b£ 6a npinEI va anoGappüv£I TouS pOUVIKOÜS nou 12345 
EnIeupoöv va K6VOUV Kapl>: pa wS EKTEÄEOT>zS. 
41. 'Orav aKOÜw vEapoöS TaAavToOXouc poua KoOS va nai4ouv 12345 
aTEVOXWPIEIIQI t lEl1W yIQTi Ft4W OTI 5EV EIpat TOGO KQMCJ j. 
42. f11QT£üw 6Ti unbpXouv No afpavrIK6 npbypara aTn pouaIKIj anb 12345 
TouS ßaepoOS aTIS E>; £T6aEIS. 
43. Eipal auvtewc wYKEVrpWpLVOCIrl öTav p£AErc; u. 12345 
44. Moo apLaci va pa9aivw ÖOaKoAa ý onaITfTIK6 KOppbTIa - FApw aTI 12345 
brav npoanaOljaco aKAnpä pnopc; z' va Ta naikc KaA6. 
45. Mou aptv£I nou paeaivW ba pOUaIK6 apyavo KaI eAW va EdpaI 12345 
KaAos/n QE auTÖ. 
46. Mou ap: ra£I va EXW aKpoaTrjpIO ariS QuvauAi£S nou Aap3Ovw ptpoq 12345 
- auTÖ TO WOP&O N£ napoTpüvcl va naikw KaAB. 
47. lpoonaO va anocpcOyw Tic adAo eKTEAtoElq 8vo pnopd. 12345 
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48. 'OTav np6KcITai va nail w vc pia ceraar n vuvauAia vc tva X6po 12345 
o-rov onoio aev EXw ýavanaikci, npoTipw va Kävw pia npdßa oTo 
Xc; upo nponyoupkvwq. 
49. Oi yovEiq you pE Ev8appCivouv vo npoanaOrjvw va nbw CK6pn 12345 
KCIMTEPa a-rnv cnöpcvrj you c r. £vn / caraan. 
50.0 biaKaXoq you vuXva you ALE, 6Ti öc pcA rw rj öcv npoanaOw dco 12345 
6a Lnpcnc. 
51. tcv cniOupw va yivco uouaIK .12345 
52. nian6ci 011 unbpXouv Tpbnoi va P000 06V 01 ayXcwaclc uournKOi 12345 
cK1£ÄEOTtq. 
53. Bpioxw Try pcAtrn noM RapE .12345 
54. EOXopai va araparoöaa TO paOnpaTa pouvlkrc - öev TO 12345 
EuXapiaTiipai oTnv npaypaTIKBTnTa. 
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r. dIABAFE TI£ /7APAKATO F7POTAZEI£ KAI BAAE FE KYKAO TON APIOMO 
17OYAEIXNEI ! 1O£O ZYXNA AIZOANEL. 41 71 KANEIZ TA 17APAKA W. 
K69E apuepöc avTinpoawnthEl Ta FIA S: 
1=n6vTa, 2=EuXv6,3=KänoTE, 4=1nc via, 5=troth 
1. KänoiES cpopES, npiv anb Pia Q0JQVTIKl1 NouviKrj you cKc ari 
(c. Taon, aKpöaoT, ouvauAia), nibvc) TOV eaUTO pOU Va aKxcpTcTai: 
'Oa TQ KaTQCP£pW. 'EXw pEXT? pEI QKXnpä Kai ea nbw noAO KaAO'. 
2. Nlwecw auTOn£noienon BTav naiv w pnpoaTB aE Wouq. 
3. ApXir w va avnouxd noMtq p p£S npiv napaKaerjvw QE PIG Ei Taan 
pnpooT6 al-16 KpIAS / E1; ETaoTLS. 
4. Km-6 Tn öIäpKEla piac auvauAiac £ipal Tbvo v£uptKbc/I) nou aTapaTb 
TO puaAÖ POU Va Ä£ITOUPY£I awaTQ. 
5. KänolCS (pop: S, Kupiwc 6Tav nbpw XapnA6 ßoep6 at PIG EFATavq / 
aKpöarnl, öE As: W at Kava=va TOV aKplßrj you ßaGpö. 
6. fIaT£uw ÖTI TO &ixOS ÖEv EIVOI naVTOTE apVnTIK6 YIa TnV EKT>`AEaI'j 
IIOu. 
7. nianoW 6TI TO 0vxoc E)(£I apVnTIK6 aVTIKTUnO OTfV EKTA£QI) pou. 
11.1 
-11 
12345 
12345 
12345 
12345 
12345 
12345 
1234 
.5 
8. Känoicc cpopLc, npiv anb {pia agpavriA pouonu {you LKTLAEaq 12345 
(cEEraon, aKpöaarl, ouvauAia), niovw TOV EauT6 va a h(pTcTai: 
'AUTO Eivai noAO &JQKOAO Via PM. AE 6a Ta nbc) KaAO', napOAo 
nou pnopci va txw cpyaaTEi aKÄgpb arnv npocroipaaia you yia Trio 
ncpinTwan. 
9. N69w npcpoc BTav naiýcw pnpoc rb anö Wouq. 
10. AKpIßwc nply anö pia c . Toaf, aKpaaan ý vuvauAia vu; kcw noAO 
äyxoc, avrjaUXCJ OTI K&rl ea näa A600S Kai ehXopal va eiXc Ibn 
TEXE16CTEI TO Y£yOVOS. 
11. 'OTav naiýw oc vuvauAicq / e>; EraaEic ri Kap616 you KTunb noM 
Yp? yopa. 
12. KänoiES cpop S KUpiCOc Brav näpw yinX6 ßaOp6 of Pia Ekiraa / 
aKpöaun, aE A at Kav&o TOV aKpIRr Noy ßoeub. 
12345 
12345 
12345 
12345 
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13. f11aTEÖcj 6T1 TO äyXoc uE ßoneä va Eipol QE £yp? iopari Kai TEAIKb 12345 
1(£I e£TIKÖ anoT capa o-riv EKr1 Acai pou. 
14. f 10TEOw 6TI TO äy)(OS (JE KQVEI Va axvac Ptp(1 TOU KOppaTIOÜ p0U, 12345 
PE bOaK0kÜF-I OTO Va WyKEVTp(0ed) OTO naiýpb NOU KOI TEÄIKb kXEi 
apVfTIKÖ aVTIKTUnO OTfV EKTL\F- . IOU. 
15. Mou apävouv of ouvauAiES ylaTi Eival pia EuKalpia va b£i>; w cioUS 12345 
äÄAoUS TO QKÄnpý npoonäAEIa noU to KäVEI. 
16. 'OTav nagw QE wvauAiES / E>; ETäGEIS Ta Xepla you Eival Kpüa. 12345 
17. AKpIßWS nply aKOÜVW 0X6A1a yla pia EKrAca, {you i nbpw Ta 12345 
anoTEAtoljara plag £ý>LraCor, ayxd)vopal Kal Eipol vEUpIK6vq. 
18. KaTä Tfl bIäpKEIa piac ouvauAiag OTnv onoia naipvw ptpoS vlwOw 12345 
6aupaaia. 
19. 'OTav n«w v£ ovvauAiES / «ETaa£IS TO Xrspla you IbpWVOUV. 12345 
20. Mou apEaE1 va Aapßävw p poS v£ Quvaulicc, VIOTi pnopw va 12345 
p01pa0T(b Tn PODUIKý poU PE äAAOUC. 
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A AIABA£E TI£ (JAPAKATI? 17POTA£EI£. KAI A17ANTH£E 71 BAAE (V) ZTO 
KOYTAKI /7OY£EANTI/7POZQflEYEI. 
1. BhAE Q8 QEIpIJ Tic napaKQTW npOTCaEiS an! T1l'AiyöTEpO ayj(WTIKA' OTfV `nEplavbTEpO 
ay)(WTIKI' nEpiaTaan yia aEva. Bl1ÄE (v 0TO KOT6AA lAO KOUTi yla TIlV K60E npÖTOOn, 
xp1lQ1pOno1WVTac TOV apiOpö 1 yia Tn Aiy6TEpo aYXWTIK4 Kai 5 yla TfV nEpIQQÖTEpO 
ayXWTIK4 nEpiaTaarl. 
a) IlaigovTaq pnpoaT6 anb cpiAouc 
ß) MAErwvraq i naii ovraq OTO oniTi 
y) Ilaiovraq pnpoarä anö TO öb(YKaAö aou 
ö) flair ovraq of pia cara(Yn 
E) flaiýovroq at pia auvauAia 
iD flaiýovraq pnpoaT6 anö Tnv olKOyiVEIb oou 
2. 'OTQV QUYKpiVW TOV EaUT6 IJOU OJE fiÄkouS VEapo6 EKTEAEOT&S 13p1aKW OTI Eilau: 
LI El El F-I 
MM 
nom Abüvaroq METpioq KciMc (loXii EkaipcrIK6c 
aöövaToq KaX6q 
IlapaKaAw öuKaioAoyioTE nio KÜTW Thv anävTilo4 QaS or, v epwTnvn 2: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
3. Eiva, cnpavTncö yia Viva va naipvw näv-roTc yinAoOS ßaO toOS of F äociS n 
aKpoäaclc. 
QQQQQ 
Fupcpwvd iupcpwvw 0£v Eipai AiacpwvW Aiacpcxvcw 
an6XuTa aiyoupoq anBAura 
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A1y6Tepo MiTpla neploabrcpo 
QyXWTIKö Qy)(WT1K6 QyXWTIK6 
1234s 
napaKaAW ÖIKQIOAOYIjaTE IUO KQTW TljV an6v-ma4 aaS OTfv EPWTI1Of 3: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
4. Ou jr)OE TE pia nEpioTavn OTnv onoia nai4aTE Kai nnyaTE noAO KOAil (FiTE tlav 
E ra(Yn EhE aicpöaan eiTE auvauAia). rpilysETE nio KÜTW Tour, AbyouS nou 
oö4y1aav aE EKEivo TO 9KQ anOTiAEapa. 
..................................................... ........................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
5. OUPIJO£IT8 Ala nEpiOTavrl aTljv onoia naigaTE Kai DU nu'jyaTE noAÜ KaAÖ (CITE 
IiTOV EýETaOI1 EiTE aKpÖaaIq EiTE auvauAia). rp %PETE 1110 KpTW TODS ÄÖyOUC, nOU 
OÖAyIjaaV QE EKEIVO TO CIRVDTIKÖ anOrLAEQpla. 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
6. Oa ncpiiypacpa TOV £auT6 JOU wS: 
a) floAö (3yX6)6n cKrcAEarý 
R) Mrpia ayxwön cicrcAEaTl 
y) Aiyo ayXwbn £icm\EaTrj 
napaKaAd alKaioAoy#OTE nIO KäTW rnv an6vT aA vac OVIV ep6Tnvn 6: 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
..................................................................................................................................... 
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7. IlapaKaAw ypinpETE mo KgTW onoIEaönnOTE aTpaTflyuKES Ap O65ous nou 
aKOAoueEiTE yia va aaS ßohOrjoOUV va avTip£TWniaETE TO äyXoS Kai va noi4ETE 
No KaAa (FITE K6TI noU KbVETE Tl) ppa TIIS £KTiAEa lS £IT£ Kai No vWpic). 
EuXapwrt yia in ßotOciäc Qoufll 
IHMEIS2! H: 
Eäv Oa nvouv np6Oupoc/h va AäßEuc pipoc aE pia QüvTopn Quv&vrEu , napaKaAdu 
ypäyie Ta o-roiXEia aou nio K6Tw yia va £nIKOIvwvrjvw {pa4i aou: 
' vopa :..................................................................................................................... 
TrIAECpwvo :................................................................................................................ 
Email: ................................................................................................... .................... 
462 
Appendix D 
Principal Components Analysis for 
Main Data - Selected Output from 
SPSS 
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Unrotated Solution 
Tests for Assessing Suitability of Data for Factor Analysis 
KMO and Bartlett's Test 
Kaiser-Meyer-Olkin Measure of Sampling 
Adequacy. . 801 
Bartlett's Test of Approx. Chi-Square 2195.792 
Sphericity df 253 
Sig. . 000 
`Total Variance Explained Table' showing Initial Eigcnvalucs 
Total Variance Explained 
Initial Ei envalues Extraction Sums of Squared Loadings 
Component Total % of Variance Cumulative % Total % of Variance Cumulative % 
1 4.870 21.174 21.174 4.870 21.174 21.174 
2 2.338 10.165 31.339 2.338 10.165 31.339 
3 1.681 7.308 38.647 1.681 7.308 38.647 
4 1.478 6.425 45.072 1.478 6.425 45.072 
5 1.169 5.081 50.153 1.169 5.081 50.153 
6 1.057 4.597 54.750 1.057 4.597 54.750 
7 . 988 
4.294 59.044 
8 . 941 4.090 
63.134 
9 . 870 
3.783 66.917 
10 . 846 
3.677 70.594 
11 . 774 
3.364 73.958 
12 . 741 
3.222 77.180 
13 . 719 
3.124 80.304 
14 . 627 
2.728 83.032 
15 . 586 
2.547 85.579 
16 . 562 
2.446 88.025 
17 . 524 
2.278 90.303 
18 . 463 
2.014 92.317 
19 . 443 
1.926 94.243 
20 . 395 
1.719 95.961 
21 . 375 
1.632 97.594 
22 . 305 
1.327 98.920 
23 . 248 
1.080 100.000 
Extraction Method: Principal Component Analysis. 
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Scree Plot showing the amount of variance explained by each component 
(note the break between components 4 and 5) 
w 
c 
m 
0) 
W 
Scree Plot 
it -n 91 
12345678 
T-- 111 
9 10 11 12 13 14 15 18 17 18 19 20 21 22 2: 1 
Component Number 
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Unrotated Component Matrix 
Component Matrix' 
Component 
1 2 3 4 5 6 
Negative experiences in 777 
performance 
Negative effect when 746 
audience present . 
Negative outcome 
. 623 - 310 expectancies . 
Evidence of 622 476 pre-evaluation anxiety . . 
Low self-efficacy in music . 615 
Positive self-concept in 
-. 611 . 301 music 
Physiological symptoms 607 473 
of anxiety . . 
Reception of positive 
- 534 489 319 feedback from teacher . . . 
Put effort in practice -. 532 . 428 
Conscious of degree of 
self-exposure (more 531 
self-exposure generates . 
more anxiety) 
Negative effects of anxiety . 522 . 400 Parents are supportive 
and encouraging 497 . 304 
Development of musical 
- 375 455 identity . . 
Environment affects 
. 426 416 psychology and anxiety . 
Intrinsic motivation to 
learn a musical -. 339 . 404 -. 340 -. 309 instrument 
Entity (fixed) view on ability 
. 531 . 330 . 303 
Perfectionism 
. 364 -. 318 
Negative perception of 
anxiety (about effects on . 352 . 556 career and coping) 
Parents have high 
expectations and are . 481 critical 
Concern on others' 
. 408 . 307 - 438 reaction to playing . 
Concern about others 
judgment with c12 in . 340 -. 393 . 341 original coding 
Incremental (changeable) 
view on ability -, 340 . 510 
Reception of pressure to 
continue with music . 437 . 307 -. 597 lessons 
Extraction Method: Principal Component Analysis. 
a. 6 components extracted. 
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Rotated Solution 
4-Component Solution after Varimax Rotation 
Rotated Component Matrix 
Component 
1 2 3 4 
Evidence of 775 
pre-evaluation anxiety . 
Negative experiences in 764 
performance , 
Physiological symptoms 756 
of anxiety . 
Negative effect when 746 
audience present . 
Conscious of degree of 
self-exposure (more 562 
self-exposure generates . 
more anxiety) 
Negative outcome 559 expectancies . 
Negative effects of anxiety . 548 . 330 Positive self-concept in 
-. 442 . 401 398 music . 
Environment affects 421 psychology and anxiety . 
Reception of positive 
-. 308 674 feedback from teacher . 
Development of musical 
identity . 617 
Reception of pressure to 
continue with music . 474 lessons 
Put effort in practice . 448 -. 407 Perfectionism 
. 338 . 399 Negative perception of 
anxiety (about effects on . 695 career and coping) 
Low self-efficacy in music . 434 . 550 Intrinsic motivation to 
learn a musical -. 515 . 326 instrument 
Entity (fixed) view on ability 
. 430 . 475 
Incremental (changeable) 
view on ability -. 435 
Concern about others 
judgment with c12 in -. 559 
original coding 
Concern on others' 
. 386 514 - reaction to playing . 
Parents have high 
expectations and are . 506 critical 
Parents are supportive 
and encouraging -. 332 . 476 
Extraction Method: Principal Component Analysis. 
Rotation Method: Varimax with Kaiser Normalization. 
a. Rotation converged in 10 iterations. 
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Table Showing Amount of Variance Explained by Each Component 
(After Varimax Rotation) 
Total Variance Explained 
Rotation Sums of Squared Loadings 
Component Total % of Variance Cumulative % 
1 4.341 18.875 18.875 
2 2.165 9.415 28.290 
3 2.113 9.189 37.479 
4 1.746 7.593 45.072 
Extraction Method: Principal Component Analysis. 
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